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ABSTRACT 
Entrepreneurship is a topic gaining attention within post-secondary education in 
the United States in a multitude of disciplines outside of the traditional business school. 
In the discipline of music, entrepreneurship education can be described as an approach to 
preparing professional musicians that considers the artistic and economic environment 
they will encounter upon graduation. The aim of entrepreneurship education is to help a 
student creatively apply her or his education, skills, passion, and vision toward creating a 
sustainable career in music. Entrepreneurship education may hold particular significance 
in the realm of music teacher preparation in post-secondary education for its potential to 
broaden employment opportunities for music educators and to help them create new and 
expanded value for individuals and communities within and beyond the pre-K-12 school 
settings for which music educators are traditionally prepared to work. Examples include 
preparation in studio teaching and community music leadership. 
Drawing on the historical and theoretical foundations of traditional 
vi 
entrepreneurship, and examining current models of entrepreneurship and entrepreneurial 
thinking in music education, I develop a conceptual framework for how entrepreneurship 
education might serve as a means of positively transforming music teacher preparation 
practices in post-secondary education to better meet the career needs and interests of 
music education majors and other music majors who aspire to teach music. Programs that 
are designed to create musical, social, and economic value for individuals and 
communities may challenge and expand current accepted definitions of "music educator" 
and might bring greater relevance to the aims, processes, and content involved in music 
teacher preparation programs. Particular attention is focused upon three entrepreneurial 
models of music education: the Sistema Fellows Program of El Sistema USA, Musical 
Futures in the United Kingdom, and the Music-in-Education concentration at New 
England Conservatory. 
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Chapter 1 
Introduction and Background 
Introduction 
Entrepreneurship is a topic gaining attention within post-secondary education in 
the United States in a multitude of disciplines outside of the traditional business school. 
Many universities now offer courses, programs, minors and degrees in entrepreneurship 
in such fields as art , music, dance, theatre, social entrepreneurship , educational 
entrepreneurship, and intellectual entrepreneurship , for example.1 While entrepreneurship 
is a term frequently associated with creativity in business and wealth creation, it has 
meanings that extend far beyond the realm of purely financial concerns. Contemporary 
literature on entrepreneurship, in addition to recognizing traditional business 
1 The following is a list of institutions in the United States that currently offer courses, programs, 
minors , or degrees in the following entrepreneurship categories. Direct links to program, curricular, and 
course details for many of the arts institutions listed below can be found under the "Institutions" heading on 
the Arts Entrepreneurship Educator's Network website at http: //www .ae2n.net. 
Music: New England Conservatory, The Eastman School of Music, The Juilliard School, Oberlin 
College, The University of Colorado at Boulder, Loyola University, The University of Arizona, The 
University of North Texas, Webster University, The University of Texas at Austin, The University of 
Maryland-Baltimore County, California State University at Northridge, California State University-Fresno, 
Belmont University, The University of South Carolina, The University of Nebraska-Lincoln , Manhattan 
School of Music . 
Art: The University of Southern Maine, Dickinson State University, Sitting Bull College, 
Minneapolis College of Art and Design, Maryland Institute of College and Art, Montana State University 
Great Falls , Stephens College, Flemming College, The University of Northern New Mexico, Savannah 
College of Art and Design, Syracuse University, The University of the Arts, The University of Illinois at 
Urbana- Champaign. 
Theater and Dance: Arizona State University, Syracuse University, The University of Maryland-
Baltimore County. 
Education Entrepreneurship: Rice University. 
Social Entrepreneurship: Belmont University, Brigham Young University, Colorado State 
University, Duke University, New York University, Stanford University, The University of Colorado at 
Boulder, Wake Forest University. 
Intellectual Entrepreneurship: The University of North Texas. 
1 
entrepreneurs, also includes social entrepreneurship, lifestyle entrepreneurship, corporate 
entrepreneurship (sometimes described as "intrapreneurship"), arts entrepreneurship, 
(including music, art, dance, and theater entrepreneurship), intellectual entrepreneurship 
and educational entrepreneurship? Entrepreneurship, in theory and practice, features 
some essential elements that might be used to inform and positively transform music 
education practice in ways that could potentially create substantial financial, social, 
personal, and artistic value for individuals and communities. Entrepreneurship education 
within programs of music teacher preparation, I propose, holds promise for contributing 
to the expansion and strengthening the role or roles of music education in society. 
Elements associated with entrepreneurship include a focus on individual agency, 
respect for relevance in an endeavor, problem-posing and problem-solving, uncovering or 
creating a need, a willingness to take risks and make important choices, creativity, 
independence, opportunity recognition, and innovation. Entrepreneurial thinking, an 
aspect of entrepreneurship, is a mindset that encapsulates thinking and a way of behavior 
focused on innovation and creativity to capture opportunities3 and shape the 
2 Harold P. Welsch, "The Twelve Tribes of Entrepreneurship," Entrepreneurship: Values and 
Responsibility, eds . Wojciech W. Gasparski , Leo V. Ryan, and Stefan Kwiatkowski , (New Brunswick, NJ: 
Transaction Publishers, 2010); Frederick M. Hess, "The Case for Educational Entrepreneurship: Hard 
Truths about Risk, Reform, and Reinvention ," Phi Delta Kappan September (2007), 
http://findarticles.com/p/articles/mi_6952/is_1_89/ai_n28455860/ (accessed March 25, 1010); Peter 
Drucker, Innovation and Entrepreneurship: Practice and Principles (New York: Harper Collins, 
1985): 254; Gary Beckman, "Institutions," www .ae2n.net (accessed July 23, 2011); Christopher Gerson 
and Gregg Vanourek, Life Entrepreneurs: Ordinary People Creating Ordinary Lives (San Francisco: 
Jossey-Bass, 2008). 
3 Shepherd Dhliwayo and JJ. Van Vuuren , "The Strategic Entrepreneurial Thinking Imperative," 
(2007): 123 . http://www .up.ac.za/dspace/bitstream/2263/4289/1/Dhliwayo_Strategic(2007).pdf (accessed 
July 24, 2008). 
2 
future.4 As I illustrate in chapter 2, the concept of wealth as a result of entrepreneurship 
can have meanings that extend beyond the traditional definitions of wealth as financial 
resources or capital. The historical and theoretical literature on entrepreneurship reveals 
that despite what the term may frequently connote, entrepreneurship is not inherently or 
exclusively linked with commerce in a traditional business sense. Entrepreneurship, as 
defined in the literature and illustrated in this dissertation, is a process of value creation 
for individuals, communities, and society involving creativity, opportunity recognition, 
risk-taking, discipline, wealth creation, and social and cultural innovation. Value creation 
is defined as the act of developing, making, or producing something of worth, 
significance, importance, and relevance. Entrepreneurs are individuals who engage in this 
process. 
Frequently, entrepreneurship is associated with the idea of transformation-of 
self, of systems, of paradigms, and of society. Entrepreneurs need not be considered 
exceptional individuals, although many are viewed as being extraordinary in some way, 
often because of what they have been able to accomplish and the scale at which their 
work impacted society. For example, some well-known names of individuals who can be 
considered contemporary and historical entrepreneurs include: 
• Jeffrey Bezos, founder of Amazon.com, the largest online retailer in the world 
• Fred Smith, founder of FedEx, the first overnight delivery company in the world 
• Steve Jobs of Apple, Inc., an American multinational corporation that designs 
and markets consumer electronics, personal computers, and consumer software 
4 Saras Sarasvathy , "What Makes Entrepreneurs Entrepreneurial?" (200 1 ): 9. Article online at 
author's website: http://www.effectuation.org/ftp/effectua.pdf (accessed July 29, 2008). 
3 
• Muhammad Yunus, founder of Grameen Bank, an institution dedicated to 
fighting poverty through the provision of microcredit to poor borrowers who have no 
collateral 
• Wendy Kopp, founder of Teach for America, a national corps of teachers aimed 
at expanding educational opportunities to low-income rural and urban students 
• Oprah Winfrey, an innovator in entertainment media, whose publications, 
websites, and film and television productions have achieved record-setting viewership 
and subscribership 
• Mark Zuckerberg , founder of the multi-billion dollar social networking site 
Face book 
• Lowell Mason, the nineteenth-century American composer, church musician, 
and music educator whose work led to the establishment of music education in the public 
schools of Boston Massachusetts 
• Susan B. Anthony, the nineteenth-century American civil rights leader whose 
work led to the recognition and institution of women's rights in America 
• Florence Nightingale , the nineteenth-century British nurse , whose work led to 
worldwide changes in nursing , sanitation, and hospital management 
• Maria Montessori , the turn-of the-twentieth-century Italian physician and 
educator who developed a philosophy and method of early childhood education that is 
still in use in public and private schools throughout the world 
• John Muir, the turn-of-the-twentieth century American naturalist, 
conservationist, and author whose writings and whose work with President Theodore 
Roosevelt led to the establishment of the United States National Park System 
These are individuals who, through their vision, passion, risk management, 
resourcefulness, and commitment to positive change and value creation contributed to 
important transformations in the realms of business, education, entertainment, civil rights, 
healthcare, and environmental protection. 
4 
The Importance of Entrepreneurship to !vlusic Teacher Education 
Creating material wealth is only one expression of entrepreneurship. Entrepreneurship 
isn't a synonym for business; it is an attitude for engaging the world-a process of 
cultural innovation.5 
To music education majors who are already considered to be in a vocational 
preparation track by virtue of their status as future music educators, and because their 
"training"6 is centered on preparing them to be pre-K-12 school music teachers, the 
concept of entrepreneurship may not seem relevant. I explore how music 
entrepreneurship might be applied as both an "empowering philosophy"7 and a means of 
action that holds relevance for current and future teachers and for music teacher 
preparation programs. Through consideration of the relevancy of program aims, 
coursework, and pedagogy with regard to pre-service music educators' interests, needs, 
and abilities, and through examination of how current entrepreneurial endeavors in music 
education are impacting students, teachers, and communities, I develop a conceptual 
framework for how and why entrepreneurship within music education might be of 
significant importance to music educators as both a vocational and a pedagogical 
concern. In other words, entrepreneurship is a means to both expand career opportunities 
for music educators and to create value within their chosen teaching contexts. Music 
5 Richard Cherwitz, "Creating a Culture oflntellectual Entrepreneurship," 
https://webspace.utexas.edu/cherwitz/www/ie/academe.html. (accessed July 25 , 2010). 
6 A discussion of "training" and "education" is found in chapter 5 . 
7 Gary D. Beckman, "Advancing the Authentic: The Role of the Business School in Fine Arts 
Entrepreneurship Curriculum Design," USASBE Proceedings, (2008): 16141625 , 
http: //sbaer .uca.edu/research/usasbe/2008/pdf/PaperiD79 .pdf: 2. 
5 
education entrepreneurship is a term I use to signify entrepreneurship and entrepreneurial 
thinking and action that creates value through music education. For instance, by 
expanding music education opportunities to populations older or younger than the pre-K-
12 realm,8 and in settings such as community centers, retirement homes, businesses, and 
other "non-school" environments, music education entrepreneurship might be a potent 
way through which to create and sustain social and economic value for individuals and 
communities in ways that are not currently being explored in most post-secondary music 
education programs in United States. Currently, many music teacher preparation 
programs, guided by requirements for National Association of Schools of Music (NASM) 
certification, institutional requirements, and state certification requirements for their 
graduates, maintain a narrow focus on preparing future music educators to teach solely 
within the realm of pre-K-12 public school music programs.9 Thus, if students wish to 
study music education in post-secondary schools in the United States, their course work 
and experiences will more than likely exclude opportunities to learn about and practice 
music teaching beyond what is considered necessary to prepare them as pre-K-12 public 
school music teachers. However, some students may find that they have equal or greater 
interest in and aptitude for in other non-school music education endeavors including 
studio teaching, community music leadership,10 and educational outreach work for 
8 
"Pre-K" indicates the first formal classroom experience for a child, usually aged three or four, 
prior to Kindergarten. 
9 Wayne Bowman, "Who is the 'We'? Rethinking Professionalism in Music Education," Action, 
Criticism, and Theory for Music Education 6, no. 4 (2007): 120; Richard Colwell, "Music Teacher 
Preparation Part II," Arts Education Policy Review 108, no. 2 (2006): 19. 
10 For perspectives on community music in the United States, see Mary Leglar and David Smith, 
6 
musical establishments such as symphony orchestras or other professional musical 
organizations.ll In my work as a music teacher educator, I have encountered a number of 
promising music education majors who ultimately chose not to teach because they 
viewed pre-K-12 public school teaching as an undesirable choice for a career-this 
despite their choice of major. A lack of interest in teaching in public schools may arise 
from prior perceptions about the status and pay of teachers, lack of support, lack of 
musical challenge, or from an interest in performing over teaching.12 Some students 
planned to pursue a career in performance and viewed a music education degree as a 
"fall-back" or "last-resort measure" for supporting their preferred career as performers.13 
A number of students expressed interest in teaching music to other than pre-K-12 
populations, but they did not seem to feel sufficiently prepared by their educations to 
imagine or to attempt to create a career in music education beyond that for which they 
were officially certified-namely pre-K-12 public school music teaching. 
Entrepreneurship education intended for music students, as it is currently 
"Community Music in the United States: An Overview of Origins and Evolution," International Journal of 
Community Music 3, no. 3 (2010): 343-353 . First published in 1994. 
11 Many of my own post-secondary music education students revealed these kinds of aspirations 
when asked, within the context of a music education methods course, what they hoped to do with their 
music education degrees. 
12 Clifford Madsen and Carl Hancock, "Support for Music Education: A Case Study of Issues 
Concerning Teacher Retention and Attrition," Journal of Research in Music Education 50, no. 1 (2002): 
14. 
13 Paul Woodford explores a related topic in his research on music teacher identity for music 
education majors. His work reviews literature on pre-service music educators and the implications of 
whether they view themselves primarily as performers or teachers, how current music education programs 
contribute to such identity issues, and what issues can result from such conflicts in identity in "The Social 
Construction of Music Teacher Identity in Undergraduate Music Education Majors," in The New Handbook 
of Research on Music Teaching and Learning, eds. Richard Colwell and Carol Richardson (New York: 
Oxford University Press, 2002), 675-694. 
7 
developing in post-secondary institutions throughout the United States, can be described 
as an approach to preparing students for the artistic and economic environment they will 
encounter after graduation. While many colleges, universities, and conservatories have 
long maintained offices of career development, several institutions have recently 
undertaken important integrative curricular efforts to address the unique needs of their 
music students with regard to fostering meaningful careers in music. For example, in 
2009 the New England Conservatory of Music in Boston instituted a program in 
Entrepreneurial Musicianship that integrates "professional and personal skills 
development into the musical training of students." 14 As the recipient of a grant provided 
by the Ewing Marion Kauffman Foundation to support entrepreneurship education, the 
Institute for Music Leadership at the Eastman School of Music in Rochester, New York, 
includes an explicit focus on music entrepreneurship. 15 The University of Colorado at 
Boulder is home to the Entrepreneurship Center for Music, Loyola University in New 
Orleans features The Center for Music and Arts Entrepreneurship, "dedicated to helping 
musicians, artists, arts educators and arts entrepreneurs create sustainable careers,"16 and 
the University of South Carolina at Columbia, houses the Carolina Institute for 
Leadership and Engagement in Music which "provides students with the 
entrepreneurship, community engagement, and music advocacy education they need to 
14 New England Conservatory of Music , "Roberts to Head Entrepreneurship," 
"http://www .necmusic.edu/roberts-head-entrepreneurship (accessed July 29, 2010). 
15 Eastman School of Music, "Institute for Music Leadership," 
http://www .esm.rochester .edu/imllentrepreneurship/overview .php (accessed July 28, 201 0). 
16 Loyola University, "The Center for Music and Arts Entrepreneurship," 
http://www .cfmae .org/about-2/ (accessed July 28, 201 0) . 
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forge successful and meaningful careers in their communities." 17 These programs, to 
varying degrees, aim to incorporate experiences in entrepreneurial thinking and action 
into the music curriculum, often via courses in music entrepreneurship or arts 
entrepreneurship. The content and rigor of such courses can range widely. Some courses 
and programs deal with addressing the business skills needed in the worlds of 
professional music whereas others focus upon such aspects of entrepreneurship as 
creativity, leadership, community building, opportunity recognition and creation, 
development of artistic power, and transformation of cultural paradigms.18 In addition to 
the programs listed above, the College Music Society, in 2008, added a "Music 
Entrepreneurship Education" initiative to its professional career development activities as 
a means to promote scholarship and policy work and to advocate for the inclusion of 
entrepreneurship within the curricula of post-secondary music training programs.19 
Entrepreneurship education expanded to include the particular needs of music education 
students might help broaden the spectrum of career opportunities for pre-service music 
teachers and might serve to prepare individuals to use their creativity, vision, talents, and 
skills in ways that have frequently been overlooked in many music teacher preparation 
programs. 
17 University of South Carolina, "The Carolina Institute of Leadership and Engagement in Music ," 
"http://www.music.sc.edu/CILEM/about.html (accessed July 28, 2010) . 
18 Gary Beckman, "Disciplining Arts Entrepreneurship Education: A Call to Action," in 
Disciplining the Arts: Teaching Entrepreneurship in Context, ed. Gary Beckman (New York: Rowman and 
Littlefield, 2011) , 25-33 . 
19 College Music Society, "Music Entrepreneurship Education," http: //www .music.org/cgi-
bin!showpage.pl ?tmpl=/career/entrepreneur/mission&h=67(accessed July, 25, 20 11) . 
9 
Background on My Interest in the Topic 
My interest in music education entrepreneurship developed in early 2008 as a 
result of my attendance at a two-day conference on the topic of arts entrepreneurship at 
the University of Southern Maine. The conference, led by Gary Beckman, then Professor 
at the University of South Carolina School of Music, had as its main theme the 
development of entrepreneurial careers in music , theater, and art, and specifically how 
such careers have been and might be launched in Maine . At the time, I was a member of 
the adjunct faculty at the University of Southern Maine School of Music and was 
teaching applied jazz voice and career development to individual students, as well as 
coaching jazz ensembles and teaching music education methods courses. Shortly after the 
conference, intrigued by what I had heard there, I contacted Beckman to discuss the 
research possibilities that existed in the realm of arts entrepreneurship. Beckman 
convinced me of the need to develop a conceptual framework for how music 
entrepreneurship could be applied to music teacher preparation programs at the post-
secondary level. Despite my employment at the time in both the performance department 
and the music education department at the university, my studies as an undergraduate and 
graduate student had focused on music education and jazz pedagogy , and I was 
passionate about working to impact music teacher preparation at the post-secondary level. 
At the time, I had ten years of public school teaching experience from which to draw, and 
I had always proudly considered myself primarily an educator with no interest in 
pursuing a professional career as a performer. An opportunity to potentially positively 
impact future music educators and students appealed to me . 
10 
Citing the high attrition rate for beginning K-12 teachers, Beckman proposed that 
an entrepreneurial component in undergraduate degree plans might offer music education 
majors options to use their degree beyond the scope of K-12 teaching if they found, once 
in the field, that such teaching was not exactly what they expected or desired.Z0 He noted 
that the concept of entrepreneurship education for music educators was somewhat elusive 
and needed to be more theoretically developed. This resonated with my interest in, and 
ideas about, improving music teacher education, and from this I began to see 
entrepreneurship education as a potentially challenging and important topic for research. 
As someone committed to public school teaching, and based on my experience teaching 
music education methods to undergraduate students, I was concerned that many music 
education students were being certified to enter the realm of public school music 
education but that their career aspirations and aptitudes as musicians and educators did 
not align well with the demands and requirements of a job in pre-K-12 public school 
music teaching. 
An Overview of the Topic 
The literature on music entrepreneurship, as opposed to music education 
entrepreneurship, a topic about which very little has been written, largely focuses on how 
entrepreneurship can serve students who intend to have a career primarily as professional 
performing musicians. As an extension or expansion of music entrepreneurship, music 
20 Gary Beckman, "The Entrepreneurship Curriculum for Music Students: Thoughts Towards a 
Consensus," College Music Symposium 45 (2005): 14. See also, Carl Hancock, "National Estimates of 
Retention , Migration, and Attrition," Journal of Research in Music Education 57 no.2, (2009), 92-107. 
11 
education entrepreneurship, as a means to self-create a career in specifically music 
education, can encompass an holistic view of the student as an artist, citizen, scholar, 
community member, leader, and empowered individual whose musicianship, personal 
strengths, interests, and creativity are valued and valuable resources that have importance 
in and beyond the classroom and rehearsal hall.21 In higher education, many music 
entrepreneurship courses and programs currently center on having students envision how 
they can use their attributes and resources in ways that have meaning and relevance to 
them individually, and in ways that can also serve others, and turning those ideas into 
action?2 Entrepreneurial thinking and entrepreneurship might also be a way for future 
music educators to extend music learning opportunities to people who currently may not 
have access to music education, such as homeschooled individuals, teenagers who have 
dropped out of high school, very young children who are not yet in pre-K school settings, 
special needs students, working adults, retired adults, and incarcerated individuals, for 
example, and others whose needs may not have heretofore been considered or addressed 
by music education professionals. The types of value created through this kind of action 
might include social value in the form of new networks and communities created among 
individuals who make music in a group setting, and emotional value for individuals who 
gain satisfaction from their music study, as well as financial value both for the music 
21 Beckman uses such language to describe arts entrepreneurship. I propose it could apply to music 
education entrepreneurship as well. "Disciplining Arts Entrepreneurship Education: A Call to Action," 30. 
22 See for example, New England Conservatory, survey courses under the heading, "The 
Entrepreneurial Musician ," http: //necmusic .edu/em/course-offerings ; Eastman School of Music, "Arts 
Leadership Program," http://www .esm.rochester.edu/iml/alp/overview .php; New York University, "Social 
Entrepreneurship in the Music Industry ," http://clivedavisdept.tisch.nyu.edu/object/remuut1270.html 
(accessed February 22, 2011). 
12 
educator (who opens new sources of income through new realms of teaching) and for the 
music learners (who may gain new skills and confidence to use their·musical abilities in 
money-earning situations such as local venues, weddings, and recording studios, for 
instance). 
The idea of associating any sort of financial value with music or music education 
can be contentious for some, particularly for certain educators who feel that curriculum 
should not be influenced or "commercialized"23 by the realities of the economy. Reasons 
for the tensions that arise through the association of entrepreneurship with music 
education , as well as ways to potentially address and bridge those tensions, are explored 
in detail throughout this study, with particular attention given in chapter 2. It is important 
to acknowledge that the vocational aspect of preparing music teachers for a career in 
music education implies choosing work particularly suited to one's interests and abilities, 
necessarily involves earning a living, and thus involves money. There exists a long and 
rich tradition of music educators who have historically earned a living teaching music in 
a multitude of settings beyond the pre-K-12 paradigm.Z4 Why do post-secondary schools 
so infrequently (if ever) consider this fact and its relevance to the potential for music 
educators ' work in contemporary society? What can be for the music education student 
(and for communities of learners to be developed by that future music educator) will 
depend very much on her or his preparation and inclination to take risks and imagine new 
23 Rachel Roberts, Executive Director of the Entrepreneurial Musicianship program at New 
England Conservatory, in discussion with the author, August 8 , 2011 . 
24 Michael Mark, "Music Education History as Prologue to the Future: Practitioners and 
Researchers," The Bulletin of Historical Research in Music Education 16, no. 2 (January 1995): 98-121. 
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possibilities within and beyond the settings in which music educators are traditionally 
"prepared" to teach. Risk taking and imagination are key components of 
entrepreneurship. For example, to venture outside the world of traditional pre-K-12 
public school education to use one's skills and attributes in other music teaching 
situations, music education students would need to imagine and perhaps create a market 
for teaching those who have an interest in or "need"25 for music education. Examples of 
how this is happening within and beyond music teacher preparation programs are 
provided throughout this document. 
Entrepreneurship and entrepreneurial thinking may also be relevant to music 
educators working in pre-K-12 settings because of their potential to be used to empower 
school-aged students to take ownership of their educations, to continuously seek 
relevance and meaning in their learning, to find and channel their passions in ways that 
are meaningful to them, to take risks, and to develop their creativity, flexibility, and 
independence. For example, entrepreneurship may manifest in the form of students taking 
on leadership roles in the school music environment as conductors, composers, arrangers, 
ensemble leaders (for small groups such as rock ensembles, jazz combos, a cappella 
groups, etc.), or students becoming significantly involved in the creative and logistical 
aspects of producing performances, recordings, podcasts, videos, and other creative 
musical products. In this dissertation I explore both vocational and pedagogical 
implications of entrepreneurship and entrepreneurial thinking in post-secondary music 
25 For a discussion on needs theory and what needs music and music education are apt to fill, see 
Vincent Bates, "Human Needs Theory: Applications for Music Education," Action, Criticism, and Theory 
for Music Education 8, no. 1 (2009): 12-34 , http://act.maydaygroup.org/articles/Bates8_1 .pdf. 
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teacher preparation, with particular analysis of the elements of risk taking, value creation, 
problem posing and problem solving, transformation, and creativity that are involved in 
current models of entrepreneurship in music education. 
Rationale for the Study 
A number of music education scholars, for example, Charles Leonhard, David 
Myers, David Elliott, Estelle Jorgensen, Wayne Bowman, and others have written 
specifically about the need for the profession to expand the scope of what teachers can 
imagine and pursue as career opportunities and to broaden the availability of music 
education to individuals and communities beyond pre-K-12 public and private school 
settings, including what is encompassed under the broad concepts of "lifelong" and 
"lifewide"26 learning?7 In an economic climate where the existence of music as a subject 
26 According to Kathy Maclachlan and Michael Osborne, "lifelong learning" is defined as the 
learning that takes place throughout one's entire life span, and the term "lifewide learning" as that learning 
which takes place in many different contexts including work, leisure, family life , etc. that individuals are 
involved in daily. The authors note that the term "lifewide" is a relatively new word, coined by the Swedish 
National Agency for Education in 2000 . In "Lifelong Learning, Development, Knowledge and Identity," 
Compare: A Journal of Comparative and International Education , 39, no. 5 (2009): 575. 
27 Charles Leonhard, "People's Arts Programs: A New Context for Music Educators," Music 
Educators ' Journal66, no. 8 (1980): 36-39; David E. Myers, "Freeing Music Education from Schooling: 
Toward a Lifespan Perspective on Music Learning and Teaching," International Journal of Community 
Music 1, no. 1 (2008): 52; David Elliott, "Finding a Place for Music in the Curriculum," British Journal of 
Music Education 3 no. 2 (1986): 146; Estelle R. Jorgensen , In Search of Music Education (Chicago: 
University of Illinois Press, 1997); Wayne Bowman, "Music Education and Post-Secondary Music Studies 
in Canada," Arts Education Policy Review 103, no. 2 (December 2001). 9-17; Dennis Thiessen and Janet R. 
Barrett, "Reform-Minded Music Teachers: A More Comprehensive Image of Teaching for Music Teacher 
Education" in The New Handbook of Research on Music Teaching and Learning , edited by Richard 
Colwell and Carol Richardson, (New York: Oxford University Press, 2002), 759-785; See also David 
Myers , "Freeing Music Education from Schooling: Toward a Lifespan Perspective on Music Learning and 
Teaching ," International Journal of Community Music 1, no. 1 (2008): 49-61; and Patrick Jones, "Lifewide 
as Well as Lifelong: Broadening Primary and Secondary School Music Education's Service to Students ' 
Musical Needs," International Journal of Community Music 2, nos. 2 and 3 (2009): 201-214. 
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of study within public schools is frequently threatened by budget cuts,28 music education 
majors, seeking jobs in said schools, may particularly benefit from developing an 
entrepreneurial mindset and acquiring entrepreneurial skills to apply to teaching music 
outside of traditional school settings. The American Elementary and Secondary 
Education Act of 2001, also known as the No Child Left Behind Act (NCLB), which was 
designed to improve student education outcomes by setting high standards and testing 
measureable outcomes in reading and mathematics, has had a negative impact upon 
music education programs nationwide, despite inclusion, in the language of the Act, of 
music as a core subject. According to a 2006 survey by the Center on Educational Policy, 
71% of American school districts have reduced, to some degree, the amount of time spent 
on subjects such as music, art, history, and physical education, in favor of increasing time 
devoted to teaching reading and math29 and nationwide, resources and time allotted for 
untested subjects-subjects other than reading, math, and science-have been reduced 
since the enactment of NCLB ?0 When music education is viewed by communities as a 
dispensable subject, able to be diminished or cut altogether from the curriculum when 
funding is problematic, the question is raised as to what value music education, as 
currently found in schools, actually does offer to students. Regelski observes: 
28 Claus von Zastrow with Helen Jane, "Academic Atrophy: The Condition of the Liberal Arts in 
America 's Public Schools," Council for Basic Education (March, 2004). 
http://www .menc .org/documents/legislative/ AcademicAtrophy .pdf (accessed March 26, 201 0). 
29 Jack Jennings and Diane Stark Rentner "Ten Big Effects of the No Child Left Behind Act on 
Public Schools," Center on Education Policy Report (November 2006), http://www.cep-
dc.org/index.cfm?DocumentSubTopiciD=38). 
30 Patricia Pederson, "What Is Measured Is Treasured: The Impact of the No Child Left Behind 
Act on Nonassessed Subjects," Clearing House : A Journal of Educational Strategies 80, no . 6 (July-August 
2007): 289. 
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To the degree that what is taught in school has little or no lasting, life-long 
musical impact on students or society, it loses (or, to begin with, fails to gain) the 
economic and cultural support of society ... In some places, its very existence is 
threatened as music instruction is weakened or even eliminated in order to provide 
more time and resources to studies that society finds more relevant or valuable.31 
Regelski asserts that music education should focus on the aim of achieving "'right 
results' for students in terms of their present and future musical needs (as opposed to 
converting them to 'needs' they don't find relevant)" and claims that an ethic of "right 
results should be cultivated as part of teacher preparation and should also be applied in 
teaching praxis as the basis for a teacher's own professional accountability ."32 I interpret 
these "right results" to mean results in the form of value (personal, community, and 
economic for example) to individuals, communities, and society. 
The rationale for this study is that the theoretical applications of entrepreneurship 
within the realm of music teacher education are worth exploring for at least two reasons. 
These are: (1) that entrepreneurship might expand the scope of music teaching 
opportunities available to music education majors during and after post-secondary 
education, thus providing expanded vocational opportunities for music educators as well 
as more music learning opportunities for a broader range of individuals and communities 
than are currently served by graduates of music teacher preparation programs, and (2) 
that entrepreneurship might contribute to the perpetuation and expansion of the presence 
3 1 Thomas Regelski, "Curriculum Reform: Reclaiming ' Music ' as Social Praxis," Action Criticism, 
and Theory for Music Education 8 no. 1 (2009): 68-69 , http://act.maydaygroup.org/articles/ 
Regelski8_l .pdf. 
32 Ibid., 73. 
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of music education in public schools. Entrepreneurship education within post-secondary 
music schools, extended to include the needs of music education majors, might thus also 
be a means for more music education students to obtain greater returns on the investment 
in a music education degree. 
Purpose 
The purpose of my study is to develop a conceptual framework for how principles 
of entrepreneurship and entrepreneurial thinking might be used to improve music teacher 
preparation practices in post-secondary education. With the aim of developing ways to 
more effectively address the varied career needs and interests of music educators and 
create value for the individuals and communities they serve, including students in pre-K-
12 public schools, I will use entrepreneurship and entrepreneurial thinking as both an 
object of study and as a lens to examine, expand, and clarify concepts of what music 
educators are and what it is they do. 
Research Questions 
The specific questions I will answer are: 
1. What is "entrepreneurship" and "entrepreneurial thinking"? 
2. What are the major historical and theoretical heritages upon which 
entrepreneurship is built? 
3. What significance might entrepreneurship have for music teacher education at 
the post-secondary level in the United States? 
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4. Where are some current examples of entrepreneurship and entrepreneurial 
thinking in music education? What might be learned from these models? 
Procedures, Scope, and Limitations 
This study is limited to a conceptual framework33 of how the theory and practice 
of entrepreneurship might be applied to music teacher education at the post-secondary 
level. As part of the development of a conceptual framework for improving post-
secondary music teacher education, I examine specific entrepreneurial music teacher 
education endeavors that are currently taking place within and outside of the United 
States with regard to how they might be applied to post-secondary music teacher 
preparation programs in the United States. The program to which is given the most in-
depth research attention is the Sistema Fellows Program,34 as it is, in my estimation, one 
of the most entrepreneurially focused examples of a music teacher preparation enterprise 
currently at work in the United States. As a case study, the Sistema Fellows Program 
33 In building this framework as "conceptual" rather than "theoretical," I am seeking to propose 
and justify, through imagination, argument, and exemplification, adoption of an orientation toward 
entrepreneurship education (a concept) within music teacher education, rather than to explain phenomena 
using existing theory . For more on the distinctions between conceptual and theoretical frameworks, see , for 
example, Frank Lester, "On the Theoretical, Conceptual, and Philosophical Foundations for Research in 
Mathematics Education," ZDM: The International Journal on Mathematics Education , 37, no 6 (2005): 
457-467. The model provided in chapter 3 represents a specific curricular application of the framework to a 
typical music education degree program. 
34 From 2009 to early 2012 , the Sistema Fellows Program was called the "Abreu Fellows 
Program" after founder Jose Antonio Abreu. The program name was changed on March 29, 2012 in order 
to reflect the "larger, more universal principles" of El Sistema, the Venezuelan national music education 
system of youth orchestras also founded by Abreu. "NEC President Tony Woodcock Signs New Friendship 
Agreement with Venezuela's El Sistema," http://necmusic.edu/nec-el-sistema-new-friendship-agreement, 
March 29,2012. 
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offered the opportunity to study the training experiences of music education 
entrepreneurs, the Sistema Fellows, who are currently developing or leading individual 
music education endeavors in communities around the United States. Through interviews, 
I was able to obtain an inside view on their preparation in the Sistema Fellows Program at 
the New England Conservatory in Boston and how it has influenced their work as 
entrepreneurs in the field of music education. I also studied two additional models of 
entrepreneurial thinking and action in music teacher education: Musical Futures, a music 
education initiative in the United Kingdom and Australia, and the Music-in-Education 
concentration at New England Conservatory. Musical Futures provides a model that uses 
entrepreneurial approaches toward informal music learning and non-formal music 
learning using genres outside of the traditional Western classical realm?5 The Music-in-
Education concentration and the associated Music-In-Education National Consortium aim 
to explore and expand vocational and pedagogical possibilities in music education 
through the formation of partnerships between musicians, music educators, universities, 
professional arts organizations and community groups that result in interdisciplinary 
collaborations. While these three examples serve as the primary programs examined for 
this study in music education entrepreneurship, several additional entrepreneurial music 
education programs are studied, in less detail, in chapter 7. 
In order to develop a conceptual framework for how entrepreneurship might work 
within music teacher preparation programs, I have drawn upon literature from historical 
and philosophical research, as well as theoretical inquiry in the fields of both 
35 The terms "informal music learning" and "non-formal music learning" are defined in chapter 4 . 
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entrepreneurship and music teacher education. Several themes that are significant to this 
thesis emerge from these realms of thought and provide context for how entrepreneurship 
education might be considered a potentially important aspect of preparing music 
educators . Each of the three major programs in this study is analyzed in terms of how 
these themes are or are not evident in the aims and efforts of the program. These themes 
include: 
• connecting to and contributing to society 
• democratic principles and practices 
• the role of the marketplace 
• individual and societal relevance of educational endeavors 
• creativity (in terms of self-expression, creative products, problem finding and 
problem solving, risk taking, and opportunity finding) 
• the importance of interdisciplinary connections 
• experiential and constructivist approaches to learning 
The process of inquiry in this dissertation involves first an exposition and 
interrogation of music teacher education practices, the study of historical and theoretical 
underpinnings of entrepreneurship, and a systematic examination of the potential 
synthesis of compatible ideas within the two fields.36 Second, it involves an examination 
of three different music education programs that feature entrepreneurial thinking and 
36 Wayne Bowman uses a similar phrase to describe his examination of the significance of Michael 
Polanyi 's thought for informing music education practices in "Tacit Knowing , Musical Experience, and 
Music Instruction: The Significance of Michael Polanyi ' s Thought for Music Education" (EdD diss ., 
University of Illinois at Urbana-Champaign, 1980): 14. 
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acting at some level. I have examined and analyzed documents related to three distinctive 
models of music education entrepreneurship: the Sistema Fellows Program, Musical 
Futures, and Music-In-Education in order to discern what it is about these cases that 
characterizes them as entrepreneurial organizations or programs and to consider how 
their practices might inform current models of music teacher preparation in the United 
States. 
For the Sistema Fellows Program I conducted interviews with seven of the 
Sistema Fellows and one administrator of the program in order to (1) obtain insights 
about the program that I was unable to observe directly, (2) capture "multiple realities 
[and] perceptions"37 about their experiences in the program, and (3) begin to interpret 
what is taking place within, and as a result of, the Sistema Fellows Program training?8 
The questions the Fellows were asked dealt with specific aspects of their training in 
entrepreneurship including value creation, risk taking, problem posing and problem 
solving, creativity, and transformation, and their answers were analyzed to determine 
whether and how entrepreneurship education, which involves these elements, was a part 
of their preparation as future music education entrepreneurs. 
Similar analysis was applied to the study of Musical Futures in that these same 
elements were used as filters on the entrepreneurship lens in order to focus on different 
aspects of the program that reveal it to be an entrepreneurial approach to music 
37 Liora Bresler and Robert Stake, "Qualitative Research Methodology in Music Education" in 
MENC Handbook of Research Methodologies, ed. Richard Colwell (New York: Oxford, 2006): 295. 
38 Ibid . Bresler and Stake list these objectives as primary purposes of the interview as a form of 
qualitative data collection . 
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education, particularly as applied to K-12 settings. The Music-in-Education program was 
examined within the context of intellectual entrepreneurship, where teachers are viewed 
as artist-citizen-scholars39 incorporating the above-mentioned elements of 
entrepreneurship into their work in music education. 
Philosophical Inquiry and Construction of a Conceptual Framework 
In order to build a conceptual framework that might justify a consideration of 
entrepreneurship's import to music education, my research required procedures that most 
closely align with the descriptions of philosophical inquiry by Estelle Jorgensen, Stephen 
Toulmin, and Eleanor Stubley. According to Jorgensen, one of the features of 
philosophical inquiry is the exposition and evaluation of underlying assumptions.40 This 
can also be described as analytic inquiry .41 In doing such research, 
one utilizes critical and analytical thinking in reasoning from effect to 
cause. Critical thinking involves the capacity to judge the relative worth of 
actions and ideas. Analytical thinking entails the ability to take a situation 
or an idea apart much as a mechanic takes an engine apart. One separates 
its constituent elements, makes judgments about the significance of those 
elements, and speculates about the various causes that might have led to a 
particular thing. This kind of speculative thinking is not undisciplined but 
is guided by logical and moral rules .42 
39 In this study , music teachers are considered to be artists in that they are practicing and refining 
their work in the art of music teaching. 
40 Estelle Jorgensen, "On Philosophical Method," in MENC Handbook of Research 
Methodologies, ed. Richard Colwell (New York: Oxford University Press, 2006), 179. 
41 Ibid., 191. 
42 Jorgensen, "On Philosophical Method," 180. 
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Both analytic and synoptic approaches to philosophical inquiry are particularly 
suitable procedures for my thesis. Jorgensen describes the synoptic approach as 
signifying "a theory-building and formative or constructive role of drawing on extant 
literature and experience in order to formulate a particular philosophical perspective on 
music education.'>43 Much of my research involves first analyzing conceptions of 
entrepreneurship and breaking them down into their various elements, and then 
constructing a new framework, through synopsis of the views of other thinkers, that 
reflects my own philosophical perspective on its applicability to music education theory 
and practice. 
Another feature of philosophical inquiry relevant to this dissertation is that it 
addresses questions that are "characteristically philosophical" including ethical, logical 
and political questions.44 For instance, is it logical, ethical, or politically appropriate that 
most students who choose to major in music education in the United States are taught to 
view their career choices exclusively within the realm of pre-K-12 public schooling? Do 
current music education practices in pre-K-12 schools reflect the historical aims of public 
schooling (such as contributing to the improvement of society and developing individuals 
who understand and are able to exercise their rights and responsibilities as citizens in a 
democracy)? If not, how might entrepreneurship and entrepreneurial thinking within 
music teacher preparation programs positively transform these practices? 
43 Jorgensen, "What Are the Roles of Philosophy in Music Education?" Research Studies in Music 
Education 17 (December 2001): 19. 
44 Jorgensen, "On Philosophical Method," 185. 
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In this type of research, there is no rigid or exact methodology that can be applied. 
Ann Stokes describes Toulmin's useful initial steps of philosophical inquiry and the 
application of logic: 
Distinctions are made, objections are pressed, accepted doctrines are found 
wanting, and such appearance of order as there was in the field may be destroyed 
in the process. The next step involves suggesting new ways of ordering which will 
seem to lead to more satisfactory conclusions than the old. Toulmin would replace 
idealized logic with working logic. The latter is concerned with distinguishing 
sound arguments from untrustworthy ones, rather than consistent from 
inconsistent ones. For such an enterprise, recipes cannot be given.45 
Eleanor Stubley indicates that theoretical, synthetic, and applicative orientations of 
philosophical inquiry can be used in music education research.46 In this dissertation I 
embrace aspects of all three orientations because I theorize how music teacher education 
practice may be improved, focus on synthesizing the ideas of important figures in the 
research fields of entrepreneurship, education, and music education, and ultimately 
provide possible applications for music teaching and learning to address those 
improvements. Heidi Westerlund explains the importance of theory in music education 
thusly: 
[T]heoretical work may help us to detect new possibilities in our practice, thus 
helping us to make more of what we have already achieved ... This implies that 
educational theory, or theory of music education, cannot be a mere account of 
what is generally accepted or wished for in the profession. Rather, theory offers 
blueprints, or designs, specifically constructed for the purpose of understanding 
the profession, and these understandings may always change along with the 
45 W. Ann Stokes , "Intelligence and Feeling: A Philosophical Examination of These Concepts as 
Interdependent Factors in Musical Experience and Music Education" (PhD diss ., Northwestern University, 
1990),41. 
46 In Christine Anne Brown, "A Humane Approach to Private Piano Instruction: An Analysis and 
Application of the Ideas of Abraham Maslow, Carl Rogers, and Jerome Bruner" (DME diss. , Indiana 
University, 2000): 6ln. 
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defining conditions of the latter.47 
The "problem" I am examining involves my observation, after nineteen years of 
teaching music in K-12 public schools and at the university level, that American music 
education practices in public schools and post-secondary institutions are not necessarily 
well-aligned with the needs and interests of students and the needs of society. Traditional 
music teacher preparation programs, that is, those for which curriculum has not changed 
significantly in the past fifty years ,48 are very likely missing important opportunities to 
create value for individuals and communities and to help students connect with society in 
ways that could ensure a prominent role for music education and music educators in 
American society. Both vocational and pedagogical concerns are at stake . For example, 
are the needs, interests, and aspirations of music education majors (and other music 
majors who may aspire to teach) being addressed in ways that are creating value for them 
as working professionals who must earn a living and who seek to make a positive 
difference in the lives of others through their vocations? Are there careers in music 
education that are being overlooked by the music teacher education profession but that 
could potentially create tremendous value for both music educators and their students? 
From a pedagogical perspective, are pre-K-12 music educators, as currently educated in 
the academy, providing value for students and communities? If so, what kind of value, 
47 Heidi Westerlund, "Who Needs Theory Anyway? The Relationship Between Theory and 
Practice of Music Education in a Philosophical Outlook," British Journal of Music Education , 28 , no. 1 
(2011): 39. 
48 This topic is discussed in more detail in chapter 2. Richard Colwell speaks directly to this issue 
in "Music Teacher Education in This Century: Part 1," Arts Education Policy Review 108, no. 1 
(September/October): 16. 
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and to what degree? Decades of public school music education advocacy may not have 
contributed to the public's understanding and valuing of music education when, as 
Jeffrey Klimpton says, "we are still seeing music education in a perpetual crisis with 
every hiccup of the economy ."49 Thomas Regel ski observes that the ongoing "crisis" 
facing public school music education, one that is created by a perceived lack of value in 
music education, tends to lead to increased advocacy efforts in an attempt to "legitimate 
the value of music education with fine-sounding words in the absence of demonstrating 
such value by its pragmatic contribution to the health and vitality of music in people's 
individual and sociallives."5° For example, many music education programs are still 
centered on preparing students to teach instruments typically found in traditional concert 
bands and orchestras. However, many students today are also interested in playing piano, 
bass, drums, synthesizer, electric guitar, and wish to learn to "create beats" through 
digital workstations and to understand and apply digital recording technology .51 As well, 
students are interested in learning pop, jazz, and musical theater vocal styles, but 
relatively few post-secondary vocal pedagogy courses in the United States go beyond 
classical vocal and choral singing techniques to include the type of styles heard in 
49 Jeffrey Klimpton, "What to Do About Music Teacher Education: Our Profession at a 
Crossroads," Journal of Music Teacher Education 14, no.2 (2005): 14. 
50 Terry Regelski, (2009) "Curriculum Reform: Reclaiming 'Music' as Social Praxis." Action, 
Criticism, and Theory for Music Education 8, no. 1 (2009): 69 
http: //act.maydaygroup.org/articles/Regelski8 _1.pdf (accessed April 21, 2011 ). 
51 Patrick Jones, "Music Education for Society's Sake: Music Education in an Era of Global Neo-
imperial!Neomedieval Market-driven Paradigms and Structures," Action, Criticism, and Theory for Music 
Education 6, no.1 (2007) http://www.maydaygroup.org/ACT/v6nl /Jones6_l.pdf(accessed July 10, 2010). 
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popular music styles today .52 
To address this problem, which I view essentially as the under-utilization of 
music teacher preparation programs toward creation of musical, social, and economic 
value through vocational and pedagogical impact, I have developed a conceptual 
framework for how and why entrepreneurship and entrepreneurial thinking should be 
incorporated into music teacher education. This thesis includes a preliminary curricular 
model for how music teacher education might be improved through the incorporation of 
entrepreneurship education within current music education degree programs at the post-
secondary level. 
I have drawn significant inspiration from the thinking of Charles Leonhard, David 
Elliott, David Myers, Estelle Jorgensen, Lucy Green, and James Mursell in music 
education, and Jean-Baptiste Say, Joseph Schumpeter, Peter Drucker, Saras Sarasvathy, 
Jose Abreu, and Richard Cherwitz in the realms of business, social, and intellectual 
entrepreneurship. While this study is not primarily centered on how entrepreneurship for 
music education does or does not conform to any specific philosophical tradition, it is 
clear that the particular framework I have in mind shares certain important themes with 
those found in classical American pragmatic philosophy, particularly in how I have 
interpreted the writings of philosophers William James and John Dewey. For this reason, 
52 Roy Delp, "Now that the Belt Voice Has Become Legitimate ... ," Journal of Voice, The Official 
Journal of the National Association of Teachers of Singing 57, no. 5 (May 2001): 1-2; Jeannette Lovetri, 
"Follow Up Contemporary Commercial Music (CCM) Survey: Who's Teaching What in Nonclassical 
Music," Journal of Voice, The Official Journal of the National Association of Teachers of Singing 23, no. 3 
(May 2009): 367-375; Jeannette Lovetri and Edrie Means, "Survey: Who's Teaching What in Nonclassical 
Music," Journal of Voice, The Official Journal of the National Association of Teachers of Singing 17, no. 2 
(June 2003), 207-215. 
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a brief discussion about pragmatism and its relevance to this study is important. 
Philosophical Foundation: American Pragmatism 
William James , in 1908, said of pragmatism that, "it is usually described as a 
characteristically American movement, a sort of bobtailed scheme of thought, excellently 
fitted for the man on the street, who naturally hates theory and wants cash returns 
immediately ."53 Pragmatism is certainly American in the sense that as a philosophical 
movement it was developed within the discourse of American intellectuals and grew out 
of problems and reflective thinking related to life in the United States.54 With origins in 
the writings of Charles S. Peirce, pragmatism was, for James and Dewey, particularly 
useful as a philosophy in the United States because it included the sense that meaningful 
inquiry was accessible to all citizens in an educated, democratic society, and because it 
supported the mission of advancing human purpose in the world as something that was 
open to virtually anyone.55 The salient ideas in pragmatism that resonate most clearly 
with my intention to use entrepreneurship as a tool to improve music teacher preparation 
include those of growth, inquiry, action, the ascertainment of meaning through 
experience, an openness to possibilities, and the belief in human agency. Pragmatism can 
be viewed as a philosophy concerned with that which is vital to living, one that openly 
53 William James, Pragmatism and the Meaning of Truth (Cambridge: Harvard University Press , 
1978), 267 . 
54 David Hollinger, "The Problem of Pragmatism in American History," The Journal of American 
History, 67, no. 1 (June 1980): 104. 
55 Hollinger , "The Problem of Pragmatism in American History," 99. 
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affirms diversity, change, and "precariousness"56 and one that, as James says, requires a 
"certain willingness to live without assurances or guarantees."57 As a philosophy centered 
on problems of practice and experience, John Stuhr observes, pragmatism emphasizes 
practical results found in human activity and the instrumental functions of theories to 
solve problems.58 Not committed to optimism or pessimism, pragmatism is, rather, 
centered on meliorism, or the belief in the capacity of human action to improve life.59 
According to Colin Koopman, "meliorism" is akin to "philosophical hopefulness," and 
pragmatism is "a resolute hopefulness in the abilities of human effort to create better 
future realities."60 Nee-pragmatist Richard Rorty, aligning himself with Deweyan61 
pragmatism, describes pragmatism as philosophy of hope that can, in my view, also be 
seen as descriptive of the spirit of entrepreneurship: 
Dewey urges that the quest for certainty be replaced with the demand for 
imagination-that philosophy should stop trying to provide reassurance and 
instead encourage what Emerson called "self-reliance." [ ... ] To say that one 
should replace knowledge by hope is to say much the same thing: that one should 
stop worrying about whether what one believes is well grounded and start 
worrying about whether one has been imaginative enough to think up interesting 
56 Sandra Rosenthal , Carl Hausman, and Douglas Anderson , Classical American Pragmatism: Its 
Contemporary Vitality, (Chicago: University of Illinois Press, 1999), vii. 
57 William James , Pragmatism and the Meaning of Truth, (Cambridge: Harvard University Press, 
1978), 290 . 
58 John Stuhr, Pragmatism and Classical American Philosophy: Essential Readings and 
Interpretive Essays , ed. John Stuhr. (New York: Oxford University Press, 2000): 7. 
59 Ibid. 
6° Colin Koopman, "Pragmatism as a Philosophy of Hope: Emerson, James, Dewey, Rorty ," 
Journal of Speculative Philosophy, 20, no. 2 (2006): 109. 
61 For a discussion of Rorty's reading of Dewey, see In Dewey 's Wake: Unfinished Work of 
Pragmatic Reconstruction ed. William Gavin (State University of New York Press, Albany: 2003); David 
Hall, Richard Rorty: Prophet and Poet of the New Pragmatism , (State University of New York Press, 
Albany: 1994). 
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alternatives to one's present beliefs.62 
This point of view has important implications, discussed below, for the expansion of 
possibilities and the broadening of horizons within the career preparation of music 
education majors, and for the kinds of value they create in their chosen music teaching 
contexts. 
Pragmatism and Entrepreneurship 
While my research can be characterized as being guided by a pragmatic impulse, 
that is , I am interested in what "practical difference" can be made in music teacher 
education through use of the "instrument," or tool (lens) of entrepreneurship theory ,63 
pragmatism is also the philosophical orientation that connects most forcefully with the 
many existing theories of entrepreneurship that have been important to my inquiry. Saras 
Sarasvathy, who asserts that "the task of entrepreneurship is to move us from the world 
we have to live in to the world we want to live in," has used pragmatism to show the 
tremendous impact entrepreneurs can and have had in transforming individual lives, 
62 Rorty, "Hope in Place of Knowledge: A Version of Pragmatism," 34. It is worth noting that this 
surrendering of the search for certainty describes both pragmatism and postmodernism. Konstantin 
Kolenda, "American Pragmatism and the Humanist Tradition," in Pragmatism: From Progressivism to 
Postmodernism ed ., Robert Hollinger and David Depew (Westport, Connecticut: Praeger Publishers , 1999): 
238-255; Heidi Westerlund, "Bridging Experience , Action, and Culture in Music Education ," (PhD diss., 
Sibelius Academy , 2002). 
63 According to William James, "Theories [in pragmatism] become instruments not answers to 
enigmas in which we can rest." In "Pragmatism," (originally published in1907) in Works of William James , 
ed. Freerick H. Burkhardt, Fredson Bowers , and Ignas Skrupskelis (Cambridge: Harvard University Press,. 
1975): 34. 
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communities, and society.64 As an example, Sarasvathy describes Josiah Wedgwood, an 
eighteenth-century potter, who built an enormously successful business65 and became 
quite wealthy by understanding, fulfilling, and even shaping human aspirations.66 
Through creative marketing that capitalized on the idea that people tend to spend money 
on aspirations of who they want to be rather than who they are, and through the particular 
contextual elements of his time and place, Wedgwood was able to charge up to four times 
what his competitors charged for useful pottery .67 Sarasvathy warns against conflating 
this picture of the entrepreneur with "that of a rich, bloated capitalist, who manipulates 
the world to his own aspirations."68 Rather, it is important to acknowledge that 
Wedgwood's influence and community service extended to the development of the 
community in the form of public works, and in the training of artists who actually made 
the pottery itself.69 Sarasvathy encourages consideration of the many possibilities, 
anticipated and not, beyond personal aggrandizement and financial gain that may result 
from the work and influence of such an entrepreneur, including the ability to directly or 
indirectly change and shape the world to come: 
Once upon a time, a potter made his fortune through the dreams of millions who 
64 Saras Sarasvathy, "Entrepreneurship as Economics with Imagination," 
http://www .effectuation.org/sites/default/files/BEQ01.pdf, 2. 
65 For more information about Wedgwood , see Nancy Koehn, "Josiah Wedgwood and the First 
Industrial Revolution," in Creating Modern Capitalism, ed . Thomas. McCraw. Cambridge , MA: Harvard 
University Press (1997). 
66 Sarasvathy, "Economics with Imagination," 11. 
67 Ibid . 
68 Ibid ., 12. 
69 Ibid ., 11. 
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wanted to break out of the shackles of their birth. And the potter's fortune in turn 
made possible a new world in the making, ushered in by the Origin of Species. 
Charles Darwin was Josiah Wedgwood's grandson, and the Wedgwood fortune 
helped underwrite the voyage of The Beagle ?0 
As discussed in chapter 5, the success of El Sistema, the Venezuelan national 
music education system of youth orchestras, is also deeply connected to the power of 
human aspirations. Jose Abreu, the founder of El Sistema, as a social entrepreneur,71 
clearly has in mind the creation of a better world through attention to human aspirations, 
both through his continued work with El Sistema in Venezuela, as well as with his 
commitment to the international expansion of El Sistema as a program of social 
improvement that uses music education as its means. 
Noting the significance of Darwin's work to American pragmatists, John Smith 
observes, "It is important to notice that the pragmatists, in taking evolution seriously, 
stressed the elements of novelty and creativity in the process and did not accept the idea 
that evolution is to be understood as an entirely mechanical affair taking place with 
absolute necessity.'m With regard to entrepreneurship education, equipping students with 
attitudes and skills that enable them to harness creativity through entrepreneurial thinking 
and action is potentially a means of evolving music education practice in a productive 
way. The entrepreneur might be compared to the pragmatic inquirer: 
[T]he inquirer proceeds in experimental terms and intervenes by devising 
situations in which things are made to interact with one another under special 
70 Ibid., 12. 
71 The similarities and differences between social entrepreneurship and traditional business 
entrepreneurship are described in detail in chapter 2. 
72 John Smith, "Introduction," Classical American Pragmatism: Its Contemporary Vitality, ed. by 
Sandra Rosenthal, eta!, (Chicago: University of Illinois Press, 1999): 4-5. 
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conditions, thus revealing hitherto undiscovered features. The inquirer does not 
merely wait and 'behold'- the spectator stance-but actively intervenes, 
manipulating things ... to answer questions formulated in advance.73 
Pragmatic inquiry requires intervention on the part of the inquirer in order to acquire 
knowledge (and by extension, to create value) and thus also provides a series of sturdy 
support pillars for the development of a conceptual framework for music education 
entrepreneurship. 
The Pragmatic Perspective in Music Education Research 
Dewey's definition of the pragmatic theory of intelligence offers insight for the 
promise of entrepreneurial thinking in music teacher preparation: 
The function of the mind is to project new and more complex ends-to free 
experience from routine and from caprice. Not the use of thought to accomplish 
purposes already given either in the mechanism of the body or in that of the 
existent state of society, but the use of intelligence to liberate and liberalize 
action , is the pragmatic lesson. Action restricted to given and fixed ends may 
attain great technical efficiency; but efficiency is the only quality to which it can 
lay claim. [ ... ]But the doctrine that intelligence develops within the sphere of 
action for the sake of possibilities is the opposite of a doctrine of mechanical 
efficiency. Intelligence as intelligence is inherently forward-looking; only by 
ignoring its primary function does it become a mere means for an end already 
given. The latter is servile, even when the end is labeled moral, religious or 
aesthetic. But action directed to ends to which the agent has not previously been 
attached inevitably carries with it a quickened and enlarged spirit. A pragmatic 
intelligence is a creative intelligence, not a routine mechanic?4 
73 Ibid., 11 . It is interesting to consider the similarities that community music, defined by Lee 
Higgins as being "an active intervention between a music leader or leaders and participants" shares with 
music education entrepreneurship. A thorough exploration of this is beyond the scope of this study but 
might be worthy of future research. See Lee Higgins , Community Music : In Practice and in Theory , 
Oxford, Oxford University Press, 2012. 
74 John Dewey, "The Need for a Recovery of Philosophy," in The Essential Dewey: Volume 1: 
Pragmatism, Education, Democracy, ed . Larry A. Hickman and Thomas M. Alexander (Indiana University 
Press: 1998): 67. 
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Dewey's sentiments here echo the Austrian economist Joseph Schumpeter's 
theories of entrepreneurship in the sense that they describe the possibility of creative 
change, new solutions to practical problems, and the agency of individuals (and 
communities) to bring about new value through imagination and action?5 It is in this 
spirit of pragmatism that my ideas find kinship. Pragmatism's significance has been 
previously considered in music education discourse over the past seven decades by 
authors Randall Allsup, J. Terry Gates , J. Scott Goble, Pentti MiHittiinen, Foster 
McMurray, Thomas Regelski, Lauri Vakeva, Heidi Westerlund, and Paul Woodford, 
although not specifically in the context of entrepreneurship in music education. Wayne 
Bowman, describing some of the more important educational endeavors viewed through 
the lens of pragmatism, mentions the enhancement of individual and collective agency 
through emphasis on a broad range of "intelligent possibilities," the capacity to grow and 
take risks, as well as the development of "dispositions, attitudes, and capacities that are 
not only compatible with, but thrive amidst change ."76 While not the primary focus of this 
study, the spirit of pragmatism flows through and supports my conceptual framework for 
the development of music education entrepreneurship within post-secondary music 
75 Joseph A. Schumpeter, Capitalism, Socialism, and Democracy, 3'd ed . (New York: Harper and 
Brothers Publishers, 1950), 83. (Italics in original); John Dewey , "Creative Democracy-The Task Before 
Us," in The Essential Dewey: Volume I: Pragmatism, Education, Democracy , ed. Larry A. Hickman and 
Thomas M. Alexander (Bloomington: Indiana University Press: 1998), 340-343. 
76 This correlates well with Peter Drucker's description of the entrepreneur who, he says, "sees 
change as the norm and as healthy" and, as well, "always searches for change, responds to it, and exploits 
it as an opportunity," (italics in original), in Innovation and Entrepreneurship, (New York: HarperCollins, 
1985) , 27-28; Wayne Bowman, "Re-Tooling 'Foundations' to Address 21 "-Century Realities: Music 
Education Amidst Diversity, Plurality, and Change," Action, Criticism, and Theory for Music Education 2, 
no 2 (December 2003): 13 , http: //act.maydaygroup.org/articles/Bowman2_2.pdf. 
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teacher preparation. 
Research Models 
Each of the authors listed below examines the potential applications to music 
education of a particular realm of thought, philosophical perspective, or theoretical 
concept. My own work examines a realm of thought, practice, and scholarship known 
broadly as "entrepreneurship" with a view toward how it might have relevance within the 
field of music education, and music teacher preparation specifically. The following 
dissertations employ philosophical inquiry and stand as models for my own research 
efforts: Wayne Bowman's "Tacit Knowing, Musical Experience, and Music Instruction: 
The Significance of Michael Polanyi 's Thought for Music Education,'m Mary L. Cohen' s 
"Christopher Small's Concept of Musicking: Toward a Theory of Choral Singing 
Pedagogy in Prison Contexts,"78 and N. Carlotta Parr's "Towards a Philosophy of Music 
Teacher Education: Applications of the Ideas of Jerome Bruner, Maxine Greene, and 
Vernon A Howard."79 
Overview of the Chapters 
77 Wayne Bowman, "Tacit Knowing , Musical Experience, and Music Instruction: The Significance 
of Michael Polanyi 's Thought for Music Education" (EdD diss ., University of Illinois at Urbana-
Champaign, 1980). 
78 This particular dissertation also involves both philosophic inquiry and interviews. Mary L. 
Cohen , "Christopher Small's Concept of Musicking: Toward a Theory of Choral Singing Pedagogy in 
Prison Contexts" (PhD diss., University of Kansas, 2000). 
79 N. Carlotta Parr , "Towards a Philosophy of Music Teacher Education: Application of the Ideas 
of Jerome Bruner, Maxine Greene and Vernon Howard" (DME diss. , Indiana University , 1996) . 
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Chapter 2 focuses on defining entrepreneurship and locating it in a range of 
categories within and beyond traditional business contexts. Effort is made to broaden the 
concept of value as an outcome of entrepreneurship to include not just economic value, 
but also musical , artistic , social, educational, intellectual, personal , and community value . 
Chapter 3 examines music teacher education in the United States and its relationship to 
music education in American society. Particular focus is given to the expansion of the 
traditional academic definition of what a music educator is, does, or might do, and effort 
is made to connect entrepreneurship to the potential for music education to serve lifelong 
and lifewide interests and needs of individuals. It includes a curricular model for 
incorporation of an entrepreneurial perspective into post-secondary music teacher 
education. The chapter also addresses the potential for entrepreneurship to help school 
music educators address the social , political , and economic aims of schooling in the 
United States through focusing on developing creativity in the classroom and 
incorporating democratic learning , and it ends with a number of suggestions for how 
entrepreneurship education might be used to create value in the pre-K-12 classroom and 
beyond. Chapter 4 is centered on entrepreneurial thinking and action in music education 
as represented by a program that started in England known as Musical Futures. This 
program has a particular focus on informal music learning practices and exemplifies how 
entrepreneurial ways of thinking, acting, teaching, and learning in school music education 
have the potential to create value for students and their teachers. Chapter 5 is a case 
study of the Sistema Fellows Program. It includes a brief historical overview of the 
national system of youth orchestras in Venezuela known commonly El Sistema, and 
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proceeds to an examination of the entrepreneurially focused Sistema Fellows Program 
and its mission to create social change through music education in communities 
throughout the United States. In both chapters 4 and 5, attention is given to critical voices 
in the music education community with respect to concerns about these programs and 
their potential to significantly disrupt the status quo in music education in England and in 
the United States. 
Chapter 6 focuses on intellectual entrepreneurship within music education as 
embodied in the Music-in-Education concentration at the New England Conservatory. 
The concentration, which aims to broaden the mission of musicians and music educators 
in American society, is a replacement of the traditional music education major at the 
conservatory and centers on preparing musicians as "artist-teacher-scholars ." While 
participant interviews for the Musical Futures and Music-in-Education programs might 
have been of value to this study, both programs are more established and offered 
significantly more research literature than the Sistema Fellows Program, which is 
currently in its third year of existence. For this reason, and due to the fact that the 
Sistema Fellows Program is the only program of the three to feature an explicit focus on 
preparing its participants as music education entrepreneurs, the decision was made to 
limit the scope of the interviews to only the Sistema Fellows Program. While chapters 4 
and 6 are, themselves, not as lengthy and do not contain the "inside knowledge" provided 
by the participant interviews in chapter 5, I made the conscious decision to present them 
as separate chapters, rather than combine them into one. Chapters 4 and 6 focus on two 
programs which are significantly different enough from each other to be worthy of 
38 
separation into their own chapters rather than being combined (simply to balance or 
match other chapters in length) into one chapter. 
Chapter 7 provides concrete ideas for action in establishing music education 
entrepreneurship in post-secondary music teacher preparation programs and discusses a 
number of entrepreneurial processes, programs, and approaches in place at various 
institutions around the United States. The chapter ends with a section describing, as way 
of illustrating possibilities, specific community music education projects that are 
providing value for individuals and communities nationally and internationally. Chapter 8 
provides conclusions, implications, and suggestions for future research. The entire thesis 
is an effort to build a conceptual framework for how entrepreneurship might be used in 
post-secondary music teacher preparation to create new and more significant value for 
individuals, communities, and society. It is intended for an audience of music teacher 
educators and is aimed at ultimately expanding the role of music educators and the 
impact they can have in American society. 
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Chapter 2 
Entrepreneurship: A Multitude of Perspectives 
Introduction 
This chapter begins with an exploration of historical conceptions of 
entrepreneurship, particularly those associating entrepreneurship with economics and 
business, and includes a discussion of the negative connotations the term 
"entrepreneurship" carries for some, particularly when used outside of traditional 
business perspectives, perhaps from its association with capitalism. Entrepreneurship, as 
taught in many American business schools, is still somewhat narrowly defined as New 
Venture Creation (NVC) or "creation of new enterprise."80 However, entrepreneurship is 
more than a particular set of outcomes or simply the creation of a new business. 
Psychological, behavioral, and interdisciplinary perspectives on entrepreneurial activity 
are relevant to developing a complete picture of what entrepreneurship is.81 These 
perspectives are explored in the many forms of entrepreneurship that exist beyond the 
realm of certain traditionally held ideas about what or who an entrepreneur is and what 
entrepreneurship can encompass. These forms include social entrepreneurship, 
80 Murray Low and Ian MacMillan, "Entrepreneurship: Past Research and Future Challenges," 
Journal of Management 14, no. 2 (1988): 141; Gary Beckman, "So What's the Point? An Introductory 
Discussion on the Desired Outcomes of Arts Entrepreneurship Education," Disciplining the Arts: Teaching 
Entrepreneurship in Context (Rowman and Littlefield, New York: 2011), 177-184. 
81 Kelly Shaver and Linda Scott, "Person, Process, Choice," Entrepreneurship: Theory and 
Practice 16, no. 2 (Winter 1991): 23-45; Donald Kuratko, "The Emergence of Entrepreneurship Education: 
Development, Trends, and Challenges," Entrepreneurship: Theory and Practice 29, no. 5 (September 
2005): 584 
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educational entrepreneurship, intellectual entrepreneurship ,82 music entrepreneurship, and 
music education entrepreneurship. Within the exploration of educational entrepreneurship 
in this chapter is a discussion on entrepreneurial thinking and an "entrepreneurial 
mindset"- two concepts that have relevance throughout all forms of entrepreneurship but 
which have particular significance to this study because of what they might imply for 
changing thinking and improving music education practices in all levels from pre-K 
music classes through post-secondary music teacher preparation programs. 
Entrepreneurship Defined 
A single, comprehensive, and widely accepted definition of entrepreneurship does 
not appear in the literature to date, although many authors have reviewed trends in 
entrepreneurship scholarship in an attempt to both define the field and to establish a 
guiding theory. The term "entrepreneur" derives from the French entreprendre, meaning 
"to undertake" and has a long association with economics.83 Robert Hebert and Albert 
Link trace the concept to ancient times , locating entrepreneurs in the leadership among 
the ranks of merchants and in the military. Risk and economic benefits were inherent in 
entrepreneurial activity, although the quality of risk and benefit for the merchant and 
military leader were considered drastically different: 
82 Intellectual entrepreneurship is defined and explored in chapter 6 in the context of Music-in-
Education. 
83 Merriam- Webster Online Dictionary , s.v. "entrepreneur," 
http://www .merriamwebster.com/dictionary/entrepreneur (accessed July 30 , 2009) . 
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Courage in business was not equated with courage in battle ... and the merchant 
was held in low esteem by the ancient philosophers. Aristotle, for one, recognized 
the place of the merchant in society but did not regard him as having a high 
calling. On the contrary, he must be watched constantly lest society suffer from 
his overzealousness and rapaciousness. According to Aristotle, the act of 
moneymaking divides itself into household management and retail trade. He 
regarded the former as necessary and honorable, but he considered the latter 
unnatural because it provided a way for people to gain at the expense of another.84 
It is here where one may sense the beginnings of certain negative connotations of 
"entrepreneurship": 
[T]he ancient Greek concern over maintenance of the status quo was partly a 
result of interpreting economic activity as a zero-sum game in which one person's 
gain was another person's loss-an idea whose dominance persisted into the 
eighteenth century. By this view, trade does nothing to enhance the aggregate 
well-being of society. Centuries of experience with markets should have taught us 
otherwise, but it is remarkable how stubbornly this idea persists in contemporary 
society. Profit, the return to successful entrepreneurship, remains suspect in the 
minds of many well-educated people today, partly because of a long Western 
tradition of equating businessman with bogeyman .85 
Hebert and Link state that one of the reasons that the concept of entrepreneurship 
has "languished" is because of the linkage, throughout history, between capitalism and 
entrepreneurship. They trace this to the writings of Scottish philosopher and political 
economist Adam Smith, who, in his 1776 masterwork An Inquiry into the Nature and 
Causes of the Wealth of Nations confounded the roles of entrepreneur and capitalist. They 
also point to the influence of German philosopher and political theorist Karl Marx who 
84 Robert F. Hebert and Albert N. Link, A History of Entrepreneurship (New York: Routledge, 
2009), 2. 
85 Ibid. Whereas entrepreneurial thinking and action may be used toward destructive ends in which 
power is used to abuse rather than help others, my research is centered on expanding the notion of 
entrepreneurship with respect to its promise for use within the realm of music education. For this reason, 
discussions of the perils of entrepreneurship are somewhat limited in light of the significant potential for 
how entrepreneurship might be used to help both the entrepreneur herself and the beneficiaries of 
entrepreneurial thinking and action, such as students, communities, and society. 
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"treated the capitalist and the entrepreneur alike with disdain."86 
In 1725, French economist Richard Can till on was the first to associate the term 
"entrepreneur" with risk-bearing and profit-making activity .87 Cantillon even included 
chimney sweeps, water carriers, painters, physicians, lawyers, beggars and robbers in his 
characterization of an entrepreneur. The entrepreneur with no capital would face risk in 
opportunity costs for time and talent that might have been more safely spent elsewhere. If 
a potential entrepreneur has the option of making a safe return in some other occupation, 
being entrepreneurial could mean ending up worse than he or she might have been in the 
safe occupation.88 
Jean Baptiste Say, also a French economist and businessman, in 1803 defined an 
entrepreneur as one who changes the yield of resources.89 In order to be entrepreneurial, 
one must apply knowledge that "leads to the creation of value or utility ."90 Joseph 
Schum peter, in the early part of the twentieth century, linked the entrepreneur with the 
process of innovation.91 One of Schumpeter's most enduring ideas, which first appeared 
86 Robert F. Hebert and Albert N. Link, A History of Entrepreneurship (New York: Routledge, 
2009), xvi. 
87 Christian Bruyat and Pierre-Andre Julien, "Defining the Field of Research in Entrepreneurship," 
Journal of Business Venturing 16 (2000): 167; Donald M. Kuratko and Richard M. Hodgetts, 
Entrepreneurship: Theory, Process, Practice, 6'h ed. (Mason, Ohio: South-Western, 2004), 28. 
88 Robert F. Hebert and Albert N. Link, A History of Entrepreneurship (New York: Routledge, 
2009), 11. 
89 Peter Drucker, Innovation and Entrepreneurship: Practice and Principles (New York: Harper 
Collins, 1985), 33. 
90 Robert F . Hebert and Albert N. Link, A History of Entrepreneurship (New York: Routledge , 
2009), 18 . 
9 1 Christian Bruyat and Pierre-Andre Julien , "Defining the Field of Research in Entrepreneurship," 
Journal of Business Venturing 16 (2000): 167. 
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in his 1942 book Capitalism, Socialism, and Democracy, is the notion of "creative 
destruction"92 which is associated with the innovative function of entrepreneurs. He 
observed: 
The opening up of new markets, foreign or domestic, and the organizational 
development from the craft shop and factory to such concerns as U.S. Steel 
illustrate the same process of industrial mutation- if I may use that biological 
term-that incessantly revolutionizes the economic structure from within, 
incessantly destroying the old one, incessantly creating a new one. This process of 
Creative Destruction is the essential fact about capitalism. It is what capitalism 
consists in and what every capitalist concern has got to live in."93 
Without this evolutionary process, he states, capitalism would become "atrophic" 
and "there would be nothing left for entrepreneurs to do."94 Schumpeter discusses the role 
of the entrepreneur as one who adapts to change in a manner that is outside the realm of 
traditional practices, something he terms the "creative response." This is in contrast to the 
"adaptive response" which describes a reaction drawn from existing practices. In his 
view, entrepreneurial activity is responsible for economic change in a capitalist society, 
whether it involves individuals or groups of people. He illustrates the presence of 
entrepreneurial activity in many different contexts including commerce, industry and 
finance, and in different forms including leadership, salesmanship, the activity of 
92 George Ritzer, in his article "Creative Destruction," points out that the idea of creative 
destruction is associated with thinkers earlier than Schumpeter, including Nietzsche and Marx, but that 
Schumpeter labeled it thus . http: //www .georgeritzer.com/docs/creative%20destruction.pdf (accessed 
November 12, 2009). 
93 Joseph A. Schumpeter, Capitalism, Socialism, and Democracy, 3rd ed . (New York: Harper and 
Brothers Publishers , 1950), 83. (Italics in original). 
94 Ibid ., 83, 131. 
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organizing, as well as the activity of "breaking down" resistances in the environment.95 It 
is worth revisiting here the issue of capitalism and its potential negative connotations, as 
well as how one might begin to dissociate capitalism from entrepreneurship in an effort to 
cast new light on its potential for meaningful usage in the realm of education. Hebert and 
Link state that one of the reasons capitalism is so reviled in certain parts of the world 
seems to be "the inability to escape Marxist patterns of thought."96 
Today's street protestors appear to equate business with established wealth, so 
they regard giving latitude to business as tantamount to increasing the privileges 
of old wealth and exacerbating disparity of incomes. By an "entrepreneur" such 
critics mean a rich owner of a bank or factory, whereas for Schumpeter it meant a 
newcomer swimming against the tide of established wealth, seeking to carve out 
new profits from opportunities that did not exist before and, in the process, 
making consumers better off.97 
Although Schumpeter's writing on entrepreneurship is explicitly linked to economic 
activity, his ideas are relevant to education, as discussed in the next section. 
Scott Shane and Sankaran Venkataran give three reasons why entrepreneurship is 
worth studying. First, they note that products and services embody a great deal of 
technical information and that entrepreneurship is one mechanism by which society 
converts this information into these products and services. Secondly, temporal and spatial 
inefficiencies in an economy are solved through entrepreneurial action, and thirdly, as 
Schumpeter noted, entrepreneurial innovation in products and processes drive economic 
95 Joseph A. Schumpeter, "The Creative Response in Economic History," Essays on 
Entrepreneurs, Innovations, Business Cycles, and the Evolution of Capitalism, ed. Richard V . Clemence 
(Cambridge, MA: Addison-Wesley, 1951), 149-150. 
96 Robert F. Hebert and Albert N. Link, A History of Entrepreneurship (New York: Routledge, 
2009), xix. 
97 Ibid. 
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change in a capitalist society .98 
Hao Ma and Justin Tan outline a broad structure of entrepreneurship supported by 
four major components they denote as the "four Ps"99: pioneer, perspective, practice, and 
performance. Taking these ideas in order, pioneer reflects the innovative entrepreneur; 
perspective, the "entrepreneurial mindset"; practice, meaning entrepreneurial activities; 
and performance, signifying the outcome of entrepreneurial actions and activities. Their 
view of entrepreneurship encompasses new venture creation, internal corporate 
venturing, business, politics, sports, community revitalization, job creation, and artistic 
creation, thus expanding the realms of entrepreneurship beyond those to which popular 
notions of the term are frequently applied. 100 Ma and Tan observe, "Entrepreneurship is 
ultimately about people. It is about understanding people's needs and desires, as well as 
their potential. It is about improving the quality of human life, providing people with 
better value, and enabling them to live life to the fullest." 101 As an example of their rather 
inclusive perspective, the authors name Leonard Bernstein as a "truly original musical 
entrepreneur" who, as a composer, conductor, pianist, teacher and humanist "tirelessly 
championed the classical music cause through his Young People' s Concert lecture series 
and through various other means to instill in future generations the appreciation of fine 
98 Scott Shane and Sankatan Venkataraman, "The Promise of Entrepreneurship as a Field of 
Research ," Academy of Management Review 25, no. 1 (2000): 219. 
99 These "four P' s" are distinct from what E. Jerome McCarthy's described in 1960 as the "4P's" 
of marketing: product, place, promotion, and price. Commonly known as "the marketing mix ," these 4P' s 
are an important part of business school literature . See E. Jerome McCarthy , Basic Marketing: A 
Managerial Approach , 3'd ed ., (Ann Arbor: R.D . Irwin , 1968) . 
100 Hao Ma and Justin Tan, "Key Components and Implications of Entrepreneurship: A 4-P 
Framework," Journal of Business Venturing 21 (2006): 704-725. 
101 Ibid. 716. 
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music."102 Bernstein is an example of a music education entrepreneur, as well, who used 
music and education in new ways to create value for audiences of young people and their 
families. 
Beyond Business: Entrepreneurship in Other Realms 
Peter Drucker, drawing on Say, makes the case that although the resources of 
entrepreneurship are economic (capital, physical resources, labor, management, and time, 
for instance), the purposes for which these resources are used need not be thought of in a 
traditional economic or business sense, and that entrepreneurship can pertain to human 
activity in many different realms, including that of education. He suggests that 
entrepreneurship is based on "purposeful innovation" that works in terms of demand 
rather than supply and thus can create or change the value and satisfaction that a 
consumer might obtain from the available resources.103 Innovation is the knowledge base 
of entrepreneurship, he states, and in order to uncover entrepreneurial opportunities, 
certain conditions must be consistently and systematically examined. Drucker describes 
seven sources for innovative opportunity: (1) the unexpected-such as unexpected 
success, failure, or an unexpected outside event, (2) the incongruity between reality as it 
actually is and reality as it is assumed to be or as it ought to be, (3) process need where a 
weak link is replaced or a missing link is supplied, or where an existing old process is 
102 Ibid . 716. 
103 This particular demand-side , rather than supply-side, perspective is addressed in chapter 4 
specifically in Musical Futures ' approach to supporting young musicians. 
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redesigned, (4) unanticipated changes in industry structure or market structure, (5) 
demographics, (6) changes in perception, mood, and meaning, and (7) new knowledge, 
both scientific and nonscientific.104 Consideration of these sources for innovative 
opportunity in music teacher education is threaded throughout this study. For example, 
process need is clear in chapter 3 where weaknesses in music teacher education curricula 
are exposed. In chapter 4, one sees an example of market and industry structure changes 
offering innovative ways to serve students' music making needs (using computers, 
mobile devices, social networking and online forums, for example) in Musical Futures. In 
chapters 5 and 7, demographics are utilized as a source of new music education 
opportunities (for instance by the Sistema Fellows and New Horizons Bands) created to 
serve previously overlooked or underserved populations. 
Drucker's work is unique in the literature on entrepreneurship in that it thoroughly 
details how entrepreneurship is relevant to institutions of public service such as schools 
and universities. He suggests that without entrepreneurial activity, and without attention 
to social, technological, economic and demographic changes, public service institutions 
will lose social function and will instead become obstacles for society. His focus is on the 
practical necessity of innovation and entrepreneurship and their inherent focus on 
opportunity and need in order "to keep society, economy, industry, public service and 
business flexible and self-renewing."105 This is further explored below in the discussion 
on educational entrepreneurship. 
104 Drucker, Innovation and Entrepreneurship , 32. 
105 Ibid. , 254. 
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The notion that entrepreneurship need not always indicate a view toward financial 
wealth creation is prevalent in the literature on social entrepreneurship and educational 
entrepreneurship. However, it is worth noting that despite this broader, not-specifically-
wealth-oriented view of what entrepreneurship can encompass, music educators living in 
a democratic capitalist society are not immune to financial concerns, and the need to earn 
a living, and the economic aspects of entrepreneurship, too, have pertinence for them. All 
music educators need to consider, to some degree, the financial implications of their 
chosen careers in order to sustain their choice to work in the field of music education. It 
is true that for many, if not most music teachers, it is "not about the money." It is perhaps 
more about making a difference in the lives of others through education. Lowell Mason, 
Leonard Bernstein, and Lawrence Berk, the founder of Berklee College of Music, are 
prominent examples of entrepreneurs in music education whose influence had broad 
educational, cultural, and social impact, and also contributed to financial reward for 
themselves and for a great number of other people.106 Entrepreneurship has potential for 
applications to many aspects of a music teacher's career including value creation for self 
(particularly in terms of emotional satisfaction with multiple aspects of one's work) and 
others, the use of one's talents and interests to make important contributions to a 
community (or communities) and society, as well as a means to secure an income that 
satisfies one's material needs and wants. 
106 Support for these assertions can be found in the following: Richard Crawford, "Edification and 
Economics," in An Introduction to America's Music (W.W. Norton and Company: New York, 2001); Brian 
Rozen, "The Contributions of Leonard Bernstein to Music Education: An Analysis of His 54 Young 
People 's Concerts ," (Ph.D. , The Eastman School of Music , The University of Rochester , 1997); and Glenn 
Rifkin, "Cool School," Billboard April15, 1995, B2-Bl5. 
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Entrepreneurship and Education 
Literature on entrepreneurship as it relates to education can be found in two major 
realms: entrepreneurship education and educational entrepreneurship. Entrepreneurship 
education focuses on teaching students to think and act entrepreneurially. Educational 
entrepreneurship is a specific form of entrepreneurship concerned with ways that 
individuals and organizations can work entrepreneurially to positively transform 
education and facilitate relevant and effective learning for students. 
In this section I deal with the concept of educational entrepreneurship as part of 
an expanded vision of the meaning of entrepreneurship. In chapters 4 through 7, I relate 
the ideas from the literature on entrepreneurship education to opportunities and action for 
improvement in the preparation of post-secondary music education majors. 
Educational Entrepreneurship 
Drucker notes that although Say's definition of entrepreneurship called for the 
resources to be "economic ," the resources need not be dedicated toward ends that are 
traditionally thought of as economic. 
Education is not normally considered 'economic' and certainly economic criteria 
are hardly appropriate to determine the 'yield' of education (though no one 
knows what other criteria might pertain). But the resources of education are, of 
course, economic .. .Indeed the resources for all social activities of human beings 
are the same and are "economic" resources: capital (that is, the resources 
withheld from current consumption and allocated instead to future expectations), 
physical resources, whether land, seed, corn, copper, the classroom, or the 
hospital bed; labor, management, and time. Hence entrepreneurship is by no 
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means limited to the economic sphere although the term originated there. It 
pertains to all activities of human beings other than those one might term 
"existential" rather than "social."107 
Educational entrepreneurship is sometimes described as a form of social 
entrepreneurship that aims at improving, and further positively transforming, education. 
Much of the current scholarly literature on educational entrepreneurship focuses on K-12 
educational ventures, although the field can include for-profit and nonprofit 
organizations, services, and manufacturers of educational products for people all ages and 
in all sectors.108 Some examples of educational entrepreneurship ventures include Teach 
for America,109 the Knowledge is Power Program (KIPP),ll0 the online educational 
curriculum company, K12/ 11 and the education software technology company 
Blackboard.112 These organizations are focused on fulfilling a need, within education, for 
their clients. Here is where entrepreneurship and "entrepreneurial thinking" can inform 
post-secondary music teacher preparation programs. David Audretsch states that 
entrepreneurship can function within universities and can lead to entrepreneurial ventures 
beyond the university: 
Entrepreneurship provides the missing link to innovation and growth in virtually 
every context where people have ideas and where the start up of a new firm is not 
107 Drucker, Innovation, 27. 
108 Kim Smith and Julie Landry Petersen, "What Is Educational Entrepreneurship?" 
http://www .newschools .org/files/EducationalEntrepreneurshi p .pdf, 2. 
109 Teach for America, http://www.teachforamerica.org (accessed July 25, 2010). 
110 The Knowledge is Power Program (KIPP), accessed July 25,2010, http://www.kipp.org/. 
111 K12, http://www .kl2.com/ (accessed July 25, 2010). 
112 Blackboard , http://www.blackboard.com (accessed July 25 , 2010) . 
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blocked or impeded. For example, American universities are hotbeds for 
generating new knowledge and ideas. If factories generated the manufacturing 
goods in the capital-driven managed economy, universities and research 
institutions are the idea factories in today's knowledge-based economy.113 
Are university music teacher education programs generating new ideas and acting 
to innovatively propel music education forward in society?114 In just the past decade, the 
development of Y ouTube, Skype and other internet capacities for delivering music 
education in either teacher-to-student(s) or peer-to-peer format has opened new means for 
delivery of music education, with funding scenarios ranging from free delivery of content 
and instruction to direct payment and monetization through commercial advertising 
attached to the particular media. Music education career possibilities that capitalize upon 
new technologies need to be part of the preparation of future music teachers. 
According to Drucker, "Policies, practices, and measurements make possible 
entrepreneurship and innovation. They remove or reduce possible impediments. They 
create the proper attitude and provide the proper tools. But innovation is done by people. 
And people work within a structure."115 He asserts that public service institutions present 
an obstacle to innovation because (1) they are based on budgets rather than being paid out 
of their results and that "success," is defined by obtaining a larger budget rather than 
113 David Audretsch, The Entrepreneurial Society, (Oxford University Press , New York: 2007): 
131. 
114 Here is an example of where the "training" and its accompanying "methods" of "how to teach," 
that feature prominently in many contemporary undergraduate music teacher preparation programs , may 
be , in their narrow focus on preparing students for jobs of the past or present , insufficient in the effort to 
truly educate students and help them use their imaginations and creativity to prepare for and create the jobs 
of the future. A detailed discussion can be found in chapter 5. 
115 Drucker, Innovation , 161. 
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obtaining results, and (2) they are dependent on a multitude of constituents, and have "to 
satisfy everyone; certainly [they] cannot afford to alienate anyone."116 Drucker advises 
that public service institutions adopt policies that encourage entrepreneurial thinking and 
acting. For example, a public service institution needs a clear definition of its mission and 
needs to be innovative in order to proactively look toward social, economic, 
technological, and demographic shifts as opportunities rather than obstacles to their 
ability to discharge their mission.117 
Frederick Hess points out that the educational system in the United States was not 
designed for, nor is it able to handle, current challenges in preparing students for 
citizenry, higher education, or employment. He makes the case, with a nod to Drucker, 
for educational entrepreneurship as a process of improving productivity and quality 
through purposeful innovation. 118 He acknowledges the lack of reform in public schools, 
despite earnest efforts over the decades. There has been a lack of reform in music teacher 
education, also, over the decades. 119 In describing how entrepreneurship is about creating, 
rather than predicting the future, Hess also acknowledges that progress is impeded by 
imaginations that are constrained by what is already known. He points out that expertise, 
resources, and research offer no guarantees and that trial and error, though sometimes 
116 Ibid., 179. 
117 Ibid., 185. 
us Frederick M. Hess , "The Case for Educational Entrepreneurship: Hard Truths about Risk, 
Reform, and Reinvention," Phi Delta Kappan September (2007), 
http:/ /findarticles .com/p/articles/mi_6952/is_1_89/ai_n28455860/ (accessed February 19, 201 0). 
u g See Richard Colwell, "Music Teacher Education in This Century: Part 1," Arts Education 
Policy Review 108, no. 1 (September/October 2006): 16; Malinda Wiard Essex, "The Dialectic of 
Modernization: Implications for Music Teacher Education," (PhD diss ., The Ohio State University, 2010). 
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risky, is evident in industry and is necessary for progress in education, as well.120 Post-
secondary institutions need to re-examine their practices with regard to how music 
educators are prepared and, consequently, how those music educators might effect 
change (or contribute to the status quo) in music education in public schools , and in 
music education opportunities for individuals and groups of all ages beyond school walls. 
Entrepreneurial Thinking 
Entrepreneurial thinking has been a focus of research for Shepherd Dhiliwayo and 
Jurie Van Vuuren who associate it with innovation and creativity for capturing 
opportunities.121 As a "mindset," it encompasses thinking, state of mind, and a way of 
behavior, and as such, it can be learned.122 Sarasvathy describes a distinct form of 
rationality called effectuation that is recognizable as entrepreneurial.123 Entrepreneurs, she 
says, are entrepreneurial because they think "effectually" and believe that they have the 
ability to significantly shape the future. They do not believe it is worthwhile to spend 
time trying to predict the future , rather, it is more effective to work with people who are 
12° Frederick M . Hess , "The Case for Educational Entrepreneurship: Hard Truths about Risk, 
Reform, and Reinvention ," Phi Delta Kappan September (2007) 1010http://findarticles.com/p/ 
articles/mi_6952/is_l_89/ai_n28455860/ (accessed March 25). 
12 1 Shepherd Dhliwayo and J .J. Van Vuuren , "The Strategic Entrepreneurial Thinking Imperative," 
(2007) , accessed July 24, 2008 , 
http: //www .up .ac .za/ dspace/bi tstream/2263/ 4289/ 1 /D hli wa yo _Strate gic(2007) .pdf. 
122 Ibid. 
123 Saras Sarasvathy, "What Makes Entrepreneurs Entrepreneurial?" (200 1 ). Article online at 
author's website, http: //www.effectuation.org/ftp/effectua.pdf (accessed July 29, 2008). 
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able to bring the future, as they desire it to be, into existence. Effectuation thus connects 
well with pragmatism. Chris Steyart points to the importance of effectuation in its ability 
to account for "the non-teleological aspect of entrepreneurial action."124 As he observes, 
"we are not to assume that entrepreneurs simply choose between available, pre-existing 
options but we are to accept that they actively generate new altematives."125 Sarasvathy 
asserts that entrepreneurs can do this using the means of (1) who they are (their traits, 
tastes and abilities), (2) what they know (their education, training, expertise, and 
experience, and (3) whom they know (their social and professional networks).126 These 
ideas align with the thinking of both Schum peter, (i.e. "creative destruction"127) and the 
pragmatic philosophy of Dewey .128 
An Entrepreneurial Mindset: Toward Entrepreneurial Leadership 
Ruth McGrath and Ian MacMillan explore the concept of an entrepreneurial 
124 Chris Steyart, '"Entrepreneuring' as a Conceptual Attractor? A Review of Process Theories in 
20 Years of Entrepreneurship Studies," Entrepreneurship and Regional Development 19 (November 2007): 
466.453-457. 
125 Steyart, '"Entrepreneuring' as a Conceptual Attractor?" 466. 
126 Sarasvathy, "What Makes Entrepreneurs Entrepreneurial?" (2001). 
127 Joseph A. Schumpeter, Capitalism, Socialism, and Democracy, 3rct ed. (New York: Harper and 
Brothers Publishers, 1950), 83 . 
128 John Dewey, "The Need for a Recovery of Philosophy," The Essential Dewey: Volume/: 
Pragmatism, Education, Democracy, ed. Larry A. Hickman and Thomas M. Alexander (Indiana University 
Press: 1998):47-70. 
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mindset and the impact it has on developing entrepreneurialleadership.129 The authors are 
concerned with how the entrepreneurial leader is able to obtain optimal results from a 
team of business professionals. The entrepreneurial leader is found in the role of the 
manager who is charged with creating an organization that is always in search of new 
opportunities that can be translated into value and wealth creation for stakeholders. 
Though focused on entrepreneurial leadership in the traditional business environment, the 
authors offer insights into how educational leaders can incorporate an entrepreneurial 
rnindset into schools and classrooms and invigorate learning by developing an 
atmosphere where all voices are heard and where the opinions of all are encouraged and 
considered . Entrepreneurial leaders and entrepreneurial organizations allow for mistakes, 
with the recognition that it is often less expensive to be wrong than to be slow .130 In this 
type of organization, all people have the right, and indeed are obligated, to seek out new 
opportunities for creating or improving a product, process or service. McGrath and 
MacMillan acknowledge that this type of system, at first, can be ineffective and 
inefficient while people are learning how to access their creativity, exert their power, and 
work together. Entrepreneurial leaders are encouraged to pay attention to solving 
problems caused by gaps between the new and old models of business or risk maintaining 
the status quo. One of the traditional practices in business that is difficult to challenge, on 
the surface, is that leaders should concentrate in great part on the most profitable 
products, most important clients , and most substantial lines of business. They warn, 
129 Rita Gunther McGrath and Ian MacMillan, The Entrepreneurial Mindset (Boston: Harvard 
Business School Press, 2000). 
130 McGrath and MacMillan, 324. 
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however, that this can sometimes backfire when future opportunities are overlooked in 
the effort to satisfy what is most important in the present moment.131 As a "substantial" 
line of business, a relatively narrow focus on training music teachers exclusively for pre-
K-12 music teaching careers may be responsible for the neglect of other important and 
socially relevant opportunities and ways of preparing music teachers, such as, for 
example, community music leaders or private studio teachers. An entrepreneurial mindset 
among administrators and faculty can be a step toward reshaping and expanding music 
teacher preparation programs in post-secondary institutions. As McGrath and MacMillan 
note: 
A key aspect of establishing an entrepreneurial mindset is creating the 
conditions under which everyone involved is energized to look for opportunities 
to change the current business model. These might include opportunities to 
redesign existing offerings, to differentiate products in novel and appealing 
ways, to reshape markets, and to transform the rules of the game by 
transforming the company's competences.132 
In this case, the "business" is the educational institution, and the "markets" are both the 
individuals who aim to develop careers as music educators, and those clients and 
communities who may benefit from music education. Benefits for future music teachers 
may include a view toward a broad spectrum of music education career opportunities 
beyond pre-K-12 schools as well as greater relevance and effectiveness within school 
settings. In other words, the rewards might be seen in terms of expanded vocational 
opportunities for music educators, as well as valued pedagogical practices within a broad 
13 1 Ibid ., 304. 
132 Ibid ., 23. 
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range of music education settings. Benefits for communities might be in the form of 
services and products such as opportunities to make music in a community ensemble, 
compose music with music technology, study music in a private studio setting, participate 
as audience members in professional arts educational outreach, and use tangible products 
such as educational books, software, websites, and technology developed by music 
education entrepreneurs. 
Entrepreneurship: Further Categories and Concepts 
Social Entrepreneurship 
The concepts of "community" and of "making a difference" are of primary 
importance in the realm of social entrepreneurship. Social entrepreneurship, defined by 
Gillian Mort, Jay Weerawardena and Kashonia Carnegie, is 
a multidimensional construct involving the expression of entrepreneurially virtuous 
behavior to achieve the social mission, a coherent unity of purpose and action in the 
face of moral complexity, the ability to recognize social value-creating 
opportunities and key decision-making characteristics of innovativeness, 
proactiveness and risk-taking.133 
David Bomstein describes social entrepreneurship as the transformative force that 
people can have when they devote themselves to addressing major social problems, 
pursuing a vision relentlessly in order to make a difference in their communities and 
133 Gillian Mort, Jay Weerawardena, and Kashonia Carnegie, "Social Entrepreneurship: Towards 
Conceptualisation," International Journal of Nonprofit and Voluntary Sector Marketing 8, no.l (February 
2003): 76. 
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throughout the world.134 Bornstein states that social entrepreneurship is not simply about 
how business skills can be applied toward social ends. Instead, it applies to the "citizen 
sector," historically known as "nonprofits" or "nongovernmental organizations," 
providing the energy , creativity and leadership to help address societal problems.135 
In an effort to understand what drives social entrepreneurs, Bornstein explored the 
research of David C. McClelland, the author of The Achieving Society, who found that 
entrepreneurs were motivated not primarily by a desire for money, but rather by a sense 
of achievement, and that this achievement came from "making the world conform, in a 
very specific way, to [his or her] will."136 Bill Drayton, the founder of Ashoka, an 
international foundation that supports social entrepreneurs, expresses an expanded vision 
of what an entrepreneur is. He states that entrepreneurs have a self-awareness that they 
are in the world to change it in some significant way. He feels that entrepreneurs are 
different from artists and scholars in that they are not satisfied by the mere expression an 
idea-they need to see their idea change society. Perhaps music teachers have this same 
impulse and are seeking to positively change society through the impact they have on 
their students' lives? Bornstein observes that social entrepreneurs who are successful are 
generally motivated to achieve a long-term goal that is "deeply meaningful" to them.137 
134 David Bornstein , How to Change the World: Social Entrepreneurs and the Power of New Ideas 
(New York: Oxford University Press: 2007). 
135 Ibid ., 4 . 
136 Ibid ., 53 . 
137 Ibid. , 238 . 
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Social entrepreneurship can be found in the redirection of existing organizations,138 but he 
observes that the citizen sector usually offers the most freedom to try out new ideas. He 
details the many parallels that exist between the social and business versions of 
entrepreneurship. Distinct from business entrepreneurs, however, social entrepreneurs 
have a decidedly ethical focus to their pursuits. Although they need money to see their 
visions through, money is not the primary motivator for social entrepreneurs. Although 
both create value for society, social entrepreneurs see their function as one of making the 
world a better place by solving peoples' problems and positively transforming society. 
Pragmatism, then, as a philosophy of meliorism, provides a fitting foundation for the 
work of social entrepreneurs.139 Social entrepreneurship is different from social service 
provision and from social activism in several important ways. For example, social service 
provision aims to address a problem, for example, hunger, or need for shelter, by 
providing immediate relief in the face of need but generally does not extend beyond a 
local population and is not aimed at transforming a system or a societal issue in the way 
social entrepreneurship is. Social activism, while guided by similar impulses as those 
found in social entrepreneurship-that is, pursuit of a change in a persistent, but 
unfortunate stable social equilibrium-is most often characterized by indirect action on 
the part of a social activist to rally and influence others to create change rather than on 
138 A post-secondary school is an example of an "existing organization." 
139 See John Stuhr, Pragmatism and Classical American Philosophy: Essential Readings and 
Interpretive Essays, ed. John Stuhr. (New York: Oxford University Press, 2000): 7; and David Bornstein, 
How to Change the World: Social Entrepreneurs and the Power of New Ideas (New York: Oxford 
University Press: 2007). 
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direct action to create ventures or organizations to bring about the changes sought.140 J . 
Gregory Dees describes social entrepreneurs as change agents in the social sector who (1) 
adopt a mission to create and sustain social value (not just private value), (2) recognize 
and relentlessly pursue new opportunities to serve that mission, (3) engage in a process of 
continuous innovation , adaptation , and learning, (4) act boldly without being limited by 
resources currently in hand, and (5) exhibit heightened accountability to the 
constituencies served and for the outcomes created.141 Viewed as practitioners in what 
Regelski describes as the "helping professions," similar to medicine or law, I contend that 
music education majors should be given opportunities to see themselves as agents of 
social and musical change (as social entrepreneurs), within and beyond the school 
classroom.142 One example of such a music education social entrepreneur is pianist, 
economist, educator, and activist Jose Antonio Abreu, founder of Venezuela's renowned 
music education program known as El Sistema , which has dramatically influenced the 
lives of thousands of underprivileged children.143 The Schwab Foundation places Abreu 
140 Roger Martin and Sally Osberg, "Social Entrepreneurship: The Case for Definition," Stanford 
Social Innovation Review 10 (Spring 2007) , http://www .ssireview .org/ 
articles/entry/social_entrepreneurship_the_case_for_definition. (accessed April 16, 2012) . The authors 
recognize that in "pure form" there are distinct differences between the social entrepreneur, social activist, 
and social service provider. However, they are quick to acknowledge that "in the real world there are 
probably more hybrid models than pure forms," where , for example , where social activism may be used to 
scale up the impact of a social entrepreneurship endeavor. 
141 J. Gregory Dees , "The Meaning of ' Social Entrepreneurship," ' Kaufmann Centerfor 
Entrepreneurial Leadership , May 30, 2001, http://www .fuqua.duke.edu/centers/case/ 
documents/dees_sedef:pdf (accessed November 28, 2009). 
142 Thomas Regelski discusses this idea and observes that these professions are needed because 
they promote "pragmatic results that individuals and society value" in his article, "Curriculum Reform: 
Reclaiming 'Music' as Social Praxis ," Action Criticism, and Theory for Music Education 8, no. 1 (2009): 
74. 
143 See "El Sistema: Changing Lives Through Music: Bob Simon On Venezuela's Groundbreaking 
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alongside Nobel Peace Prize winner Muhammad Yunus, the founder of the Grameen 
Bank, as one of the world's most important social entrepreneurs.144 The Sistema Fellows 
Program at New England Conservatory is an example of a venture in social 
entrepreneurship, through music education, that works as a teacher-training program to 
help postgraduate musicians develop El Sistema-inspired programs throughout the United 
States and abroad. These musicians are "passionate for their art and for social justice" 
and the development of their skills as "teaching artists" is a prime goal of the program.145 
This program is described in detail in chapter 5. 
Kelly Dylla highlights the potential that social entrepreneurship has to bring about 
new thinking in the arts. According to Dylla, the aims and models of social 
entrepreneurship align well with artistic and social ideals held by many music students.146 
As a catalyst for social change, social entrepreneurship in music and the arts has the 
potential to create value for communities and the artists who endeavor to serve them. 
Dylla profiles the work of Community Music Works, a permanent urban residency of the 
Musical Education Program." July 20,2008 , http://www.cbsnews.cornlstories/2008/04/ll /60minutes/ 
main4009335_page2 .shtml?tag=contentMain;contentBody (accessed September 5, 2010); and Diana 
Hollinger, "Instrument of Social Reform: A Case Study of the Venezuelan System of Youth Orchestras" 
(DMA diss. , Arizona State University , 2006). 
144 Bishnu Pariyar and Anthony Ward, "Entrepreneurship: Producing Yunus out of Branson and 
Teresa," http://www .york .ac.uk/enterprise/cetle/docs/papers/Pariyar(2005) .pdf, 12 (accessed July 23 , 
2010) . 
145 El Sistema USA , "The Program," http://elsistemausa.org/the-abreu-fellows-prograin/the-
prograrnl (accessed July 23 , 2010) . 
146 Kelly Dylla, "The Case for Social Entrepreneurship in Higher Music Education," The 
Chronicle of Higher Education: The Chronicle Review (July 2007) , http:/172.14.205 .104/search?q=cache:z-
L WtS4x W cJ ;www .artsenterpriseme.com/li ve/v ideo_popup.php/ 
The_Case_for_Social_Entrepreneurship_in_Higher_Music_Education.pdf (accessed July 20, 2009). 
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Providence String Quartet. Members of the quartet rehearse and teach in a storefront in 
the West End neighborhood of Providence, Rhode Island. Although not designed as a 
music school, Community Music Works does offer educational programs that are 
"designed to catalyze social change and enrichment through the creation of a musical 
community."147 Founded in 1997 by violinist and violist Sebastian Ruth, who was 
recognized in 2010 with a MacArthur Fellowship and its accompanying $500,000 
stipend, Community Music Works is guided by the idea that musicians have a 
responsibility to play a public service role and positively transform communities. The 
organization provides one hundred neighborhood children with free music instruction, 
instruments, and transportation to performances.148 It is worth noting that Community 
Music Works serves as a study model and internship arena in the Sistema Fellows 
curriculum and that since 2006 the organization has, itself, offered a fellowship to help 
train teaching artists and share its particular model of community arts education.149 Dylla 
suggests that social entrepreneurship classes should be offered in music schools in order 
to "build a generation of artist-citizens who are aware of the world around them and feel 
empowered to make a difference ."150 Regelski addresses this idea of "making a 
difference": "By definition, any praxis (and its ' worlds' and 'fields,' such as 'music' and 
147 Dylla, "The Case for Social Entrepreneurship." 
148 Angela Myles Beeching, "Entrepreneurship and Career Services in Context: Issues, Challenges, 
and Strategies," in Disciplining the Arts: Teaching Entrepreneurship in Context, ed . Gary Beckman, 
(Lanham, Maryland: Rowman and Littlefield, 2011), 141 . 
149 
"Fellowship Program," Community Music Works, http://www .communitymusicworks.org/ 
Fellowship.htm (accessed August 15, 2011). 
150 Dylla, "The Case for Social Entrepreneurship." 
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'music education') comes into existence precisely to meet socially relevant values and 
needs. Any praxis is thus valued by individuals and society to the degree it 'makes a 
difference' in their lives."151 I contend that music educators, in particular, by way of their 
chosen profession, are uniquely poised to make a difference in the social and musical 
lives of their students and communities, and that an entrepreneurial orientation in the 
professional preparation of pre-service music educators might contribute significantly to 
that endeavor. 
Music and Arts Entrepreneurship 
If the American artist will study with hope and love the precise 
thing to be done by him, considering the climate, the soil, the length ofthe day, 
the wants of the people, the habit and form of the government, he will create a 
house in which all these will find themselves fitted. 152 
Ralph Waldo Emerson 
In this section I speak directly to how entrepreneurship is currently being 
implemented in post-secondary contexts to help expand career opportunities for 
professional musicians. Although there are many examples throughout history of 
entrepreneurial musicians, the idea of preparing musicians in the academy to make a 
living with their art as entrepreneurs is one that is only just beginning to gain some 
151 Thomas Regelski, "Curriculum Reform: Reclaiming 'Music' as Social Praxis," 74. 
152 Ralph Waldo Emerson, The Essay on Self Reliance, (The Roycrafters: East Aurora, New York: 
1908), 51. 
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currency in institutions of higher education. As James Nie observes, "pure" artists and 
enterprising, entrepreneurial artists are looked upon differently in the arts and arts higher 
education, with the latter often being regarded with suspicion. He states, "In part, this 
strikes to the heart of the fine arts' aesthetic traditions, which, in many ways, attenuates 
the entrepreneurial ethos to service, objectify, and politicize artistic creativity- if not the 
musical object itself."153 Beckman, one of the leading scholars currently writing about 
music and arts entrepreneurship, calls attention to the fact that the National Association of 
Schools of Music Handbook has, in recent editions , emphasized the importance of 
entrepreneurial skills and entrepreneurialism, and that musicians no less than Beethoven, 
Bach, and Handel were themselves trained specifically for arts employment.154 Tyler 
Cowen , who views productive wealth and market enterprise as "allies of cultural 
production ,"155 names Beethoven, Michelangelo, and Rembrandt as entrepreneurs and 
capitalists who sold their works of art for profit. 156 Beckman explains that universities, as 
well as schools of fine arts and conservatories, have been slow to accept the need for a 
curriculum that embraces arts entrepreneurship for its students for several reasons. In 
addition to being concerned about increasing the academic course load on already 
burdened arts students, administrators and teachers often have a somewhat narrow 
153 James Ian Nie , "Music and Entrepreneurship in Liberal Art: A Model for an Interdisciplinary 
Minor to Augment Current Music Curricula," in Disciplining the Arts: Teaching Entrepreneurship in 
Action , ed. Gary Beckman (Lanham, Maryland: Row man and Littlefield: 2011): 133. 
154 Gary D. Beckman, Disciplining the Arts: Teaching Entrepreneurship in Context (Lanham, 
Maryland: Rowman and Littlefield, 2011): 32n1. 
155 Tyler Cowen , In Praise of Commercial Culture (Cambridge: Harvard University Press, 1998), 
1. 
156 Ibid . 
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perception of what entrepreneurship means as a discipline.157 The traditional business 
school model of entrepreneurship, one that focuses curricula upon new venture creation 
and economic progress, is not necessarily appropriate within the arts education context.158 
The association of entrepreneurship with fiscally based activity does not align well with 
the nineteenth-century aesthetic philosophy of "art for art's sake" commonly embraced 
by many arts faculty .159 Beckman observes: 
Linking any discussion of Art and the financial survival of Art's creators is 
viewed as diminishing "Great Art" for some in the academy that have centered 
their professional careers on teaching "Great Works." Speaking of 
entrepreneurship in fiscal terms can be professionally threatening for faculty-
rendering a life' s work aesthetically irrelevant for the expediency of "better 
student outcomes" through entrepreneurship education. These perceptions are 
strong and understandable, especially in music units.160 
Rachel Roberts, Executive Director of the Entrepreneurial Musicianship program at 
New England Conservatory has noted resistance among certain faculty members who 
fear commercializing the institution and its mission. '~There is a reality," she says, "you 
have to pay your bills and put food on the table. It's not that you're going to become a 
millionaire, or a billionaire, but how do you do what you love and keep the basic 
expenses paid so you can still survive?"161 Beckman cautions against maintaining the 
157 Gary Beckman, "Advancing the Authentic: The Role of the Business School in Fine Arts 
Entrepreneurship Curriculum Design ," USASBE Proceedings, (2008): 1615 , 
2009http:/ /sbaer.uca.edu/research/usasbe/2008/pdf/PaperiD79 .pdf (accessed July 15) . 
158 Gary Beckman , "So What's the Point? An Introductory Discussion on the Desired Outcomes of 
Arts Entrepreneurship Education," Disciplining the Arts: Teaching Entrepreneurship in Context (Rowman 
and Littlefield , New York: 2011) , 177-184. 
159 Beckman, "Advancing ," 1615 . 
160 Ibid . 
16 1 Rachel Roberts , in discussion with the author, August 8 , 2011. 
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status quo when so much has changed in both the musical job market and in students' 
expectations: 162 
We lose this nation's arts and intellectual arts capital when talented and 
competent students relinquish their dreams of Arts employment. This occurs-in 
part- because of a recalcitrant Arts training infrastructure that has yet to 
acknowledge the consequences of an idealized view of Art. For every trained 
artist who cannot afford their child's day care, we are not exposed to their unique 
view of the world. For every violinist, violist and cellist who cannot make a car 
payment and are forced to seek employment outside of music, we lose an . 
opportunity to experience the transcendence of Beethoven's last string quartet. 
For every playwright who cannot find an affordable venue to premier their latest 
work, a reflection of our humanity is lost among the piles of private Art.163 
I suggest that communities are losing, or at least failing to gain, arts, intellectual, 
educational , and social capital when post-secondary programs limit their music teacher 
preparation programs only to future elementary and secondary school music teachers. 
Facing the taboo, in the academy, of associating money with music and music education 
is one step toward opening doors to new possibilities in music education employment. 
Music entrepreneurship, as is being currently practiced and developed in several post-
secondary institutions, is a start to this process. 
Beckman proposes a new conception of entrepreneurship that is directed toward 
serving the unique needs of arts students-one that defines student outcome goals 
uniquely in the context of an artist's thinking. This includes an admission that exclusively 
financial definitions of entrepreneurship are not suitable for arts students. If they were, 
162 Gary D. Beckman, "Career Development for Music Students: Towards a Holistic Approach ." 
South Central Music Bulletin 3, no. 1 (Fall 2004) , 
http:/174.125 .132/search ?q+cache:c389cA TCILQJ :www .txstate .edu/scmb/scmb_iii_1 .pdf+%22career+deve 
lopment+for+music+students%22hl=en&ct=clnk&cd=3&gl=us (accessed May 9, 2009) . 
163 Beckman, "Disciplining Arts Entrepreneurship ," 30. 
67 
then students would simply be taught business skills. Such a skill set is valuable but is not 
the same as the "empowering philosophy" that Beckman suggests entrepreneurship 
should be.164 Beckman develops the idea of a "citizen-scholar-artist" who "holistically 
leverages knowledge and creativity in the service of Art, community and self."165 He also 
stresses the responsibility that educators have in bringing a new relevancy to the arts and 
arts education through helping student artists embrace their talents and their excitement 
about the roles they want to play in society . Music education students are among these 
arts students (by virtue of their status as musicians166) whose outlook includes a focus on 
how they will use their art(s) (both music and teaching) to inspire and to educate others. 
Kerry Miller describes the ways in which attitudes among faculty members at 
leading music schools such as The Juilliard School, Eastman School of Music, Manhattan 
School of Music, and the New England Conservatory are beginning to shift away from 
the fear of "selling out" toward now offering courses that emphasize practical skills.167 
Faculty members are beginning to embrace the concept of entrepreneurship as a novel 
way of thinking-a means for students to create their own opportunities and shape their 
164 Beckman, "Advancing," 1615. 
165 Language supporting the importance of students acquiring entrepreneurial skills was found in 
the 2005-2006 NASM Handbook, Beckman, "Disciplining Arts Entrepreneurship," 32n2. 
166 This is not meant to imply that music education students generally consider themselves "first a 
musician" and "secondly, a teacher" as if teaching is some kind of second-tier option (although certainly 
this may sometimes be the case for certain students) . Rather it acknowledges the fact that music education 
students are expected, through degree requirements, to acquire a certain level of proficiency as musicians 
on their chosen instrument(s) in order to musically educate others . 
167 Kerry Miller, "Teaching Musicians to Be Entrepreneurs: Why Entrepreneurship Training is 
Beginning to Strike a Chord with Faculty and Students at Top Music Conservatories," Business Week 
March 28, 2007 , http://www .businessweek.com/smallbiz/content/mar2007 /sb20070328_538120.htm 
(accessed January 14, 2009) . 
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own futures. Linda Holtzer, professor of music at the University of Arkansas at Little 
Rock, criticizes the unfortunate, but persistent view, on the part of many music faculty, 
that vocational training has no place in the studio or classroom and compares music 
professors to priests who see themselves as bearing "the light of artistic truth from the 
great composers."168 Her perspective is that a college education should serve to enlarge 
the minds of students and create better citizens, and that an entrepreneurial aspect to their 
education is important. Larry Wacholtz, a professor at Belmont University who 
specializes in music business, observes that though artists perceive their creative 
expressions as valuable , it is the consumer who will buy, rent, lease or use the products of 
an artist's creative work and therefore determine its actual social and economic value.169 
He emphasizes the difference between the value of a "widget" to fulfill a need and the 
communicative value of a creative service or product, such as a song, which can satisfy a 
"personal emotional construct."170 With this in mind, Wacholtz encourages arts educators 
to avoid predicting profits and losses based on an artist's talent and rather to focus on 
helping students consider the communicative message perceived and used by consumers 
who will drive sales. His focus is clearly on the aim of generating profits through the 
communication of a clear and viable message, such as an image or a theme, and he 
168 Linda Holzer, "Where the Sidewalk Ends: Helping Music Majors Connect with the Musical 
Community after Graduation," American Music Teacher (April/May 2003): 29. 
http://ualr.edu/lrholzer/bio.shtml (accessed June 12, 2008). 
169 Larry E. Wacholz, "Teaching Entrepreneurship to the Creative Arts," USASBE Proceedings 
(2005), http: I /usas be .org/know ledge/proceedings/proceedingsDocs/U SASB E2005 proceedings-
Wacholtz%2073 .pdf (accessed June 12, 2008) . 
170 Ibid., 2. 
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concedes that the emotional needs of consumers are not always stable-a problem that 
complicates market analysis and can positively or negatively affect the success of an 
artist's (or company's) products and services. Woodford observes, "In the days when 
musicians and music teachers enjoyed the patronage of the rich and powerful, they could 
afford to ignore the public. Today, as that patronage continues to evaporate, musicians 
and music educators ignore the public at their peril."171 Angela Myles Beeching, director 
of the Manhattan School of Music Center for Music Entrepreneurship, is candid about the 
need for including entrepreneurship in the training of professional musicians, "Whether 
you call it entrepreneurship or not, what it comes down to is helping young musicians see 
themselves as the masters of their future-that they can create opportunities, not just wait 
to be handed something."172 Again, the spirit of pragmatism is close at hand. 
Music entrepreneurship has relevance in post-secondary music teacher 
preparation programs for at least two important reasons: (1) music education majors are 
musicians as well as future teachers, and they invest considerable time in the course of 
their degree programs developing their musicianship and skills as performers,173 and (2) 
music education students may find that a desirable teaching job is not necessarily waiting 
for them upon graduation. Using their skills as musicians, educators, and 
171 Paul G. Woodford , Democracy and Music Education: Liberalism, Ethics, and the Politics of 
Practice. (Indiana University Press, Bloomington, IN: 2005), 35. 
172 Miller, "Teaching Musicians." 
173 Paul G. Woodford , "The Social Construction of Music Teacher Identity in Undergraduate 
Music Education Majors," in The New Handbook of Research on Music Teaching and Learning, edited by 
Richard Colwell and Carol Richardson, (New York: Oxford University Press, 2002), 682; Samuel Hope, 
"Strategic Policy Issues and Music Teacher Preparation," Arts Education Policy Review 109, no. 1 
(September/October 2007): 8. 
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entrepreneurially minded graduates, the potential exists for them to create their own 
opportunities in the field of music education. 
Music Education Entrepreneurship 
[Y]ou do not create a new theory or a new world by wrestling the old one to the ground. 
Rather, the old world-theory and its questions wither away into indifference over time in 
the face of new questions and phenomena uncovered through a new vocabulary that 
strives to express world experiences that would have been impossible within the old.174 
Saras Sarasvathy 
The specific topic of music education entrepreneurship, thus labeled, has not yet 
been thoroughly examined by scholars and is an area with promise for theoretical and 
practical development. Although music entrepreneurship is gaining a scholarly literature 
base within the broader context of arts entrepreneurship, and although educating 
musicians in higher education to be entrepreneurs may be considered an aspect of music 
education, the scholarly writing on the topic of music entrepreneurship does not address 
the specific field or profession of music education with regard to the preparation of future 
music educators . A handful of authors have written about potential and existing links 
between the music education profession and so-called entrepreneurship. Douglas Owens, 
a professor of music at the University of Massachusetts, Dartmouth, reveals aspects of 
entrepreneurship education and entrepreneurial thinking that find parallels in effective 
music teacher preparation programs. These include experiential learning, networking, 
174 Sarasvathy, "Economics with Imagination," 3. 
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creative thinking, student-oriented approaches to teaching, constructivism, and 
collaborative connections with the local community and with other disciplines.175 Owens 
acknowledges that "entrepreneurship" tends to connote a process of wealth creation, and 
he suggests that the idea of "wealth" be expanded in this context to include the 
acquisition of "knowledge to be gained, shared and experienced from and with others 
through collaboration and creativity ."176 
Debbie Cavalier, Dean of Continuing Education at Berklee College of Music's 
online extension school, equates the music educator with the entrepreneur. She describes 
attributes typically found in successful music educators including resourcefulness, an 
ability to communicate effectively and to teach music to different ages in different 
settings, and the skills to participate in a variety of musical endeavors including 
composing, conducting, arranging, performing, and recording. Her article, "Music 
Educators are Entrepreneurs," focuses on entrepreneurial opportunities available to music 
educators who are willing to identify needs and create solutions that can enhance the 
teaching and learning experience in the classroom, ensemble setting, or private studio.177 
She also proposes ideas for entrepreneurial opportunities beyond the music classroom 
such as creating music education methods, writing articles, reviewing products and 
services in trade publications, and consulting and advising music industry sectors such as 
175 Douglas Owens, "Making the Connections: Music Education and Arts Entrepreneurship," in 
Disciplining the Arts: Teaching Arts in Context, ed. Gary Beckman (Lanham, Maryland: Rowman and 
Littlefield , 2011): 83. 
176 Ibid. , 84. 
177 Debbie Cavalier, "Music Educators are Entrepreneurs," ArtisthouseMusic (2006), 
http://www .artistshousemusic.org/articles/music+educators+are+entrepreneurs (accessed July 5, 2008). 
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those involved with manufacturing and publishing music education products.178 David 
Myers recalls that Charles Leonhard, in the early 1980s, suggested that music educators 
"re-conceive themselves as community music leaders in view of the entrepreneurial 
potential associated with growing numbers of adults, including the aging,"179 an idea I 
explore in greater depth in chapter 3. Glenda Goodin and Terry Goodin examine the 
application of entrepreneurial thinking within the K-12 music classroom with regard to its 
potential for bringing greater relevance to learning. However, their work is focused on 
how K-12 music education, through the development of creative thinking and action, can 
be infused with teaching and learning approaches that will lead to the development of 
future entrepreneurs/80 rather than specifically on how students ' musical and social needs 
and interests can be met by an entrepreneurial focus infused into music teaching and 
learning. 
Summary 
Entrepreneurship has a presence and a purpose in a wide range of realms, as I 
have shown in this chapter. Despite what the term "entrepreneur" may connote for some 
with regard to money making, competition, and exclusion or oppression, history has 
178 Ibid . 
179 David E. Myers, "Freeing Music Education from Schooling: Toward a Lifespan Perspective on 
Music Learning and Teaching," International Journal of Community Music 1, no. 1 (2008): 52 . 
180 Glenda Goodin, "Utilizing the Nexus Between Music and Entrepreneurial Thinking: Creativity, 
Innovation and Problem Solving" (Master's Thesis , Middle Tennessee State University , 2006) , 5; Glenda 
Goodin and Terry Goodin, "Can Music Education Encourage Entrepreneurial Thinking? An Alternative 
Approach to General Music Education Curriculum Development," The Creative Thinking Network, 
http://www .creati vethinkingnetwork .com/ dmdocuments/can% 20m usic% 20educati on 
%20encourage%20entrepreneurial%20thinking .pdf (accessed June 30, 2008). 
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shown that entrepreneurs can function in collaborative and innovative ways that lead to 
value creation that extends far beyond purely financial concerns. The categories of social 
entrepreneurship, educational entrepreneurship, music and arts entrepreneurship, and 
music education entrepreneurship broaden the concept of entrepreneurship to encompass 
more than just a focus on traditional business entrepreneurship and illustrate many 
powerful and positive transformative possibilities for individuals, for communities, and 
for society. Understanding how entrepreneurship can work as a value-creating 
mechanism in a capitalist society in ways that are inclusive, constructive, and productive, 
rather than restrictive or oppressive, is an important foundation for incorporating 
entrepreneurship into systems of education, and music education specifically. As will be 
shown in chapter 6, one additional form of entrepreneurship relevant to this study is 
known as intellectual entrepreneurship. Intellectual entrepreneurship is a promising 
framework for music education entrepreneurship that is currently being used in a 
distinctive post-secondary music teacher preparation program-the Music-in-Education 
concentration-at the New England Conservatory. With an expanded view of what 
entrepreneurship is, the music education profession might begin to benefit from an 
approach to preparing future practitioners as entrepreneurs in the realm of music 
education, thus potentially creating value for many more individuals and communities 
than are currently served by traditional music teacher preparation practices. 
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Chapter 3 
Music Education, Music Teacher Education, and Entrepreneurship: An Interrogation of 
the Connections and Disconnections Between Them 
Introduction 
The chapter begins with a definition of music teacher education, followed by an 
overview of the types of curriculum models that prevail in current programs of music 
teacher education. This is followed by a review of several of the ideas that have been 
proposed over the past forty years regarding broadening the scope of music teacher 
education to include communities and populations outside of the pre-K-12 classroom 
setting. Included is a proposed curricular model for incorporation of entrepreneurship 
education within the music education degree plan . Next is a discussion of how 
entrepreneurship is relevant in the preparation of future music teachers who do plan to 
teach within pre-K-12 public school settings. Particular focus is given to the charge that 
public schools have to serve the social, political, and economic needs of democratic 
American society. The chapter concludes with a discussion about creativity in the music 
classroom and how it relates to entrepreneurial thinking and acting on the parts of both 
students and teachers. 
Music Teacher Education Defined 
In 1999 the National Association for Music Education (NAfME, previously called 
MENC) undertook a project to identify music teacher education literature in order to 
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define the field of music teacher education. The result of this effort was the publication of 
the Society for Music Teacher Education: Professional Literature Project that defined 
music teacher education as, 
a subdivision of the field of music education primarily concerned with 
undergraduate and graduate courses and related experiences devoted specifically 
to educating (training, instructing, and so forth) music teachers. Central to music 
teacher education are introductory, history and philosophy, or foundations courses 
in music education; methods courses in teaching elementary, middle level, and 
secondary general, vocal, and instrumental music; and laboratory work, field 
work, student teaching, and other similar experiences in music teacher education 
program. Closely related courses include conducting, secondary instruments, and 
voice classes. One problematic area, sometimes included and sometimes 
excluded, is music teacher education courses for elementary education majors. 
Courses and other experiences in music, education, and liberal arts and sciences 
may be relevant in some way to music teacher education, but they are clearly at a 
greater distance from the central concerns of the profession.181 
Although it is clear from this definition that students in music teacher education programs 
are to be trained or instructed in methods of teaching elementary, middle and secondary 
general, vocal, and instrumental music, it is not clear what the prevailing role or profile of 
a "music teacher" is or will be, nor is it entirely clear what "the central concerns of the 
profession" actually are. In fact, the entire final sentence of the definition seems to 
indicate that by remaining unconcerned with and unconnected to interdisciplinary 
experiences, the field of music teacher education, as currently defined, has significant 
hurdles to overcome if indeed it is to embrace the potential that entrepreneurial thinking 
181 George N. Heller, ed., Society for Music Teacher Education: Professional Literature Project, 
(Reston, VA: MENC: The National Association for Music Education: 1999, updated May 2003), 
http://www .menc .org/resources/v iew I society-for- music-teacher-education-professional-literature-project 
(accessed December 28, 2010). 
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and action might offer.182 
An historical review of music teacher education literature reveals that, in fact, 
since 1921, K-12 school music teaching has clearly been the predominant job arena in 
which pre-service music teachers have been prepared to work.183 Oberlin College 
Conservatory of Music was the first to offer a four-year music education curriculum, with 
the first degree in public school music granted in 1921.184 According to Richard Colwell, 
since that time, little has changed in music teacher education.185 He observes that music 
teacher education programs, as they currently exist in the majority of post-secondary 
institutions across the United States, are meant to prepare music teachers to work in 
schools.186 He states, "The structure of music teacher education programs consists of 
establishing competence in music (knowledge and skills), in education (pedagogy), and 
other shared societal competencies (general education), these three competencies resting 
on our beliefs as to who should be in the classroom [emphasis added]."187 Selected 
182 See, particularly, the discussion about intellectual entrepreneurship in chapter 6 and its 
potential import for music teacher education. 
183 Richard Colwell, "History Looking Forward," in The International Handbook of Research in 
Arts Education, ed. Liora Bresler (Dordrecht, NL: Springer: 2007): 95-101. 
184 Oberlin College Conservatory of Music, "Music Education," http://www.oberlin.edu/musiced/ 
(accessed August 21 , 2010). 
185 Richard Colwell, "Music Teacher Education in This Century: Part 1," Arts Education Policy 
Review 108, no . 1 (2006): 16. 
186 Indeed, the National Association of School of Music (NASM) 20/0-2011 Handbook states 
"Music education methods courses should be taught or supervised by the institution' s 
music education faculty who have had successful experience teaching music in elementary 
and/or secondary schools, and who maintain close contact with such schools ," 101 . http://nasm.arts-
accredit.org/site/docs/Handbook/NASM_HANDBOOK_20 1 0-11_ T .pdf 
187 Colwell, "Music Teacher Education in This Century, Part 1 ," 16. 
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proceedings from the 2007 Symposium on Music Teacher Education reveal that indeed, 
music teacher education is still focused on preparing teachers to work exclusively in pre-
K-12 schools.188 
There has long been a call, however, particularly from voices within the music 
education profession such as Leonhard, Elliott, Myers, and others, for music teacher 
education programs to be broadened to address the needs and interests of potential 
communities of music learners beyond the pre-K-12 setting. For example, in 1967, 
participants in the Tanglewood Symposium agreed that "programs of teacher education 
must be expanded and improved to provide music teachers who are ... equipped to work 
with the very young, with adults, with the disadvantaged, and with the emotionally 
disturbed."189 In the Documentary Report of the Tanglewood Symposium, Housewright et 
al. expressed recommendations that music educators "assume leadership in developing 
continuing music opportunities for their communities" and "prepare leaders for 
community music activities," and that "teacher education programs be developed in the 
area of adult and continuing music education."190 However, despite insistence from the 
music education community itself that music teacher education should be more broadly 
defined and that music teachers should expand their teaching to include leadership roles 
188 Margaret Schmidt, ed. Collaborative Action for Change: Selected Proceedings from the 2007 
Symposium on Music Teacher Education (New York: Rowman and Littlefield and MENC: The National 
Association for Music Education, 2010). 
189 Allen Britton, Arnold Broido, and Charles Gary, "Tanglewood Declaration," Documentary 
Report of the Tanglewood Symposium, ed. Robert A. Choate (MENC, Washington , D.C.: MENC: 1968): 
139. 
190 Wiley L. Housewright, Chairman, "Implications for Music in Higher Education and the 
Community," Documentary Report of the Tanglewood Symposium, ed. Robert A. Choate (MENC, 
Washington, D.C.: MENC: 1968): 134-135 . 
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beyond the K-12 paradigm, little has been accomplished within American music teacher 
preparation programs toward attaining such goals. 
Current Curriculum Models 
This section examines the literature on current music teacher education 
curriculum models and includes some critical viewpoints from leading music teacher 
educators on the weaknesses present in current curriculum structures, why these 
weaknesses exist, and suggestions for how they might be addressed. Most undergraduate 
music education degrees in the United States focus on elementary or secondary teaching 
with further specialization into either a vocal or an instrumental concentration.191 Some 
schools are beginning to certify their music education graduates as both instrumental and 
vocal teachers at the pre-K-12 or K-12levels.192 
According to Colwell, the forces most responsible for influencing music teacher 
education programs in post-secondary institutions are the National Association of 
Schools of Music (NASM), a primary accrediting organization for music teacher 
education programs, and state requirements for obtaining a teaching license.193 However, 
Robert Cutietta notes that when facing a need for change and improvement in music 
191 Gena R. Greher and R. Nicholas Tobin. "Taking the Long View toward Music Teacher 
Preparation: The Rationale for a Dual-Degree Program," Music Educators Journal (May 2006): 52. The 
National Association of Schools of Music 2010-2011 Handbook outlines "specialization competencies" for 
general music, vocal/choral music, and instrumental music," 99. 
192 Ibid., 51. 
193 Colwell, "Music Teacher Education, Part 1," 18-19. 
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teacher education, too often the blame for lack of innovation is inappropriately placed on 
professional organizations such as NASM, The National Association for Music 
Education (MENC), and other significant influences including university policies, state 
departments of education, and actual music faculty .194 Cutietta states, with the exception 
of education courses outside of music that are required by the state, "the only true barriers 
to change are (a) lack of political will, (b) lack of a clear vision, or (c) institutional 
history in terms of faculty lines and expertise."195 In the case of pre-K-12 music teaching, 
Cutietta is adamant that the field of music teacher education does not reflect the realities 
of the workplace and that change is necessary in the form of more relevant courses and 
greater specialization for pre-service music teachers if children are to receive excellent 
music instruction in schools. In criticizing current practices in music teacher education, 
he observes, "it has long been known that a K-12 music certification was not realistic and 
certainly not one of high standards. There is no school that could train an individual to be 
the highest quality teacher in everything musical from Kindergarten to twelfth grade. Yet, 
everyone has allowed our profession to be demeaned by pretending that it could be 
done."196 
Drucker, discussed in chapter 2, would highlight this as an opportunity for 
innovation based on "process need": "In innovations that are based on process need, 
everybody in the organization always knows that the need exists. Yet usually no one does 
194 Robert Cutietta, "Content for Music Teacher Education in This Century," Arts Education 
Policy Review 108, no. 6 (2000): 14-15. 
195 Ibid . 
196 Cutietta, "Content for Music Teacher Education," 15. 
80 
anything about it. However, when the innovation appears, it is immediately accepted as 
'obvious' and soon becomes 'standard."'197 The turn toward incorporating music 
entrepreneurship in post-secondary institutions is a phenomenon that is quietly but 
steadily starting to become an accepted means of addressing process need in the holistic 
preparation of musicians. Entrepreneurship for music educators itself might become the 
"obvious" and "innovative" solution to process needs in music education. 
Colwell suggests that the blanket approach to certifying music teachers for all 
grades and sub-disciplines is questionable and that instead, through a flexible system of 
electives, music teacher education programs should prepare students well in their selected 
focus. 198 He gives the examples of secondary school band, middle school vocal and 
choral, and early childhood education as possible areas of focus, and suggests that 
additional areas of focus could be addressed through graduate programs or offerings 
beyond the primary certification. Colwell advocates for the strengthening of the liberal 
education component, with more attention to the individual music education major, a 
greater emphasis on the general purpose of schooling, and attention to scholarship within 
and outside of music.199 
The viewpoints of Cutietta and Colwell stand in direct opposition to that of 
Patrick Jones who advocates for changes in music teacher preparation that will serve to 
produce music educators who are generalists rather than what he refers to as "narrowly 
197 Drucker, 69. 
198 Colwell, "Music Teacher Education, Part 1," 27. 
199 Colwell, "Music Teacher Education," 15. 
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focused" specialists. Jones proposes what he describes as the "daunting task" of 
overhauling the curriculum of music education majors so that future music educators are 
"versed in a wide variety of musical practices reflective of the Americas as a whole in 
order to prepare them for wherever they find a teaching position."200 
Cutietta, while criticizing this type of stance as unreasonable and unrealistic, also 
reveals some of the logical challenges in his own argument for the creation of 
collaborative specialists who need a broader education in a more narrowly defined area 
than what is now just referred to as "music." 
In today's world, the artistic, educational, societal , political, and technical issues 
and concerns are so complex and interrelated that it seems a wider body of 
knowledge, not a more narrowly focused body, should be in demand. This would 
require a generalist, not a specialist.. .On the surface, this appears to be true. It 
appears so true, that it explains the current educational craze of advocating 
interdisciplinary studies raging across the country. In reality, this logic is faulty _2° 1 
Cutietta goes on to show that the creation of many different specialties within music 
teacher education programs (he lists eighteen different specialties, many of them also 
found in Jones' list) may seem unrealistic and acknowledges the problem of replacing 
one certification with many, as well as the challenge of finding experts in each of the 
areas to teach these certifications. He turns the problem around: 
200 Jones indicates that students should be able to design, teach , and assess age-appropriate music 
courses and content that include: jazz, folk, world, popular and art music genres; performing on western, 
non-western, and electronic instruments; vocalizing; musical skills development; listening; music 
technology for performance, composition , arranging, sound reinforcement, digital/audio recording, multi-
media sound, internet/web music, and audio playback; music criticism; written and aural music theory; 
music history; conducting; music business/industry and management; and be qualified to direct choral 
and/or instrumental ensembles of all genres. They must possess ethnographic skills and be able to design 
curriculum, not merely follow prescriptive methodologies. Patrick Jones , "Returning Music Education to 
the Mainstream," Visions of Research in Music Education 7 (2006) , 15 , http : //www.rider.edu/~vrme/ 
(accessed July 9, 2008) . 
201 Cutietta , "Content for Music Teacher Education ," 14. 
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Is it realistic to take eighteen different specialties and expect one student to 
develop skills in all of them? That is the system we have in place now in most 
states. This proposed model is a much more realistic picture of what students want 
and how they will develop on their own. It becomes a question of whether it is 
realistic to continue to teach watered down content (developing the generalists) or 
teach substantive content in focused areas?02 
Cutietta also observes that most university music education faculties consist of 
one to four members who are seemingly expected to have expertise in all of these areas of 
certification. Otherwise, he asks, "how else could we teach these all-knowing and all-
encompassing future teachers?"203 Instead, he suggests that a solution to this issue of 
preparing specialists could be that universities themselves would specialize and provide 
certification only in certain areas. As in any profession, additional skills and areas of 
expertise could be acquired by students through further education beyond the 
specialization. As Cutietta suggested, it may be that post-secondary institutions will need 
to choose what music education specialties they will offer in their degree programs in 
order to successfully teach their undergraduates and thoroughly address the particular 
needs of music education majors that they serve. 
Broadening the Scope of Music Teacher Education: 
Ideas from the Past Forty Years 
In 1974, MENC produced a position paper that defined continuing education in 
202 Ibid., 17. 
203 Ibid., 18. 
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music as "the lifelong learning of music" that "may include experiences in preschool, 
paraschool, and postschool situations."204 The concept of lifelong learning in music as it 
relates to the role of the music educator, although not always directly linked in the 
literature to music teacher preparation, has been a continuous topic in music education 
discourse since as early as 1913 when MENC (then the Music Supervisors Conference) 
took a national leadership role in community music?05 Mary Hoffman, president of 
MENC from 1980-1982, made lifelong learning a theme of her leadership206 and 
suggested that the role of a music educator be redefined to include populations beyond 
those served in traditional school settings. She suggested that music educators assess the 
wants of communities and consider the particular music education needs of "early 
childhood, young adults, the middle years, the retired but active, and the domiciled aged. 
Music education should be available to all people."207 She stated that if music educators 
failed to serve these wants in an organized fashion, the business community would step in 
to do it instead. Music educators might be more likely to find or create these 
opportunities208 if they were prepared and encouraged during their undergraduate 
204 
"MENC Position Papers," Music Educators Journal61, no. 3 (November 1974): 64. 
205 Michael Mark , "Music Education History as Prologue to the Future: Practitioners and 
Researchers Author(s)" The Bulletin of Historical Research in Music Education 16, no . 2 (January 1995): 
100. 
206 Sondra Wieland Howe, "A Historical View of Women in Music Education Careers," 
Philosophy of Music Education Review 17, no. 2 (Fall 2009): 162. 
2m Carol Lyle, "Meeting the Challenge for the '80s: An Agenda of Progress ," Music Educators 
Journa/70 , no. 2 (October 1993): 53-54. 
208 For a discussion on whether entrepreneurial opportunities are "found" or "created" see 
Vaghely, I.P ., and Julien, P.-A. "Are Opportunities Recognized or Constructed?" Journal of Business 
Venturing 10, 1016 (2008). /j .jbusvent.2008.06.004. 
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programs to be alerf09 to such situations. The call for this action has historically been put 
out to "music educators" who, as it has been shown, are assumed to be those have been 
trained to work with pre-K-12 students in schools. I propose that this call to action be put 
out to all music education majors and even to other music majors such as those focused 
on composition, musicology, ethnomusicology, and performance, to consider how their 
skills might be used in music education beyond, or alongside work in the pre-K-12 music 
classroom. This idea is not new. Wayne Bowman wrote in 2001 about preparing all 
"musicians-in-training" for roles that they would inevitably have, at some point in their 
careers, in educating others.210 Referring to post-secondary music studies he states, 
Just as we have come to recognize the plurality of music, then, we need to 
acknowledge and strategize a plurality of musical educations: a broader, more 
inclusive purview that recognizes the validity and value of a variety of 
educational settings and roles, and provides numerous points of access to musical 
education-notjust for children and young adults, but across the entire span of 
human life. We need, in other words, to create and capitalize upon alternative 
sites and strategies for educating musically .211 
Michael Mark points to a problem between perceived need and lack of action in 
the United States on this topic, known variously as lifelong learning, adult education, 
community music, and other names, by noting that, "the issue [of community music] 
209 Israel Kirzner, "The Alert and Creative Entrepreneur: A Clarification," August 11,2008, IFN 
Working Paper 760, available at http://papers.ssrn .com/sol3/papers.cfm?abstract_id=l224842. 
2 10 Wayne Bowman, "Music Education and Post-Secondary Music Studies in Canada," Arts 
Education Policy Review, 103 , no. 2 , (November/December 2001): 11. 
211 Ibid . 
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refuses to die, but even so, music educators have never taken it seriously ."212 
Entrepreneurial thinking and action within music education degree programs might be a 
way of bridging this issue. Mark examines the different relationships music education has 
had with society over the past 3,000 years and comes to the conclusion that unlike in past 
centuries, when music education had clear functions to serve relative to society, many of 
today's music educators seem to lack a vision for how their teaching might be relevant in 
the adult lives of their students. "Instead," he states, "performance in school appears to be 
the objective."213 Mark proposes broadening the scope of music educators' activities to 
include roles as community music educators. His ideas outline a clear imperative for 
entrepreneurship in music teacher education. In 1995, in the wake of two decades of a 
declining world economy that resulted in the reduction of music teaching positions in 
school districts across the United States, he called for new jobs to be created providing 
music education to a greater community beyond the school setting. He suggested these 
jobs might even be joint positions between schools and community centers, recreation 
departments,214 and retirement homes, depending upon local community needs. He called 
upon post-secondary music education programs to expand efforts to prepare students for 
a wider spectrum of music education employment by stating, "The jobs are not there yet, 
but the need is. One of the reasons these kinds of jobs are not available is because music 
212 Michael Mark, "Music Education History as Prologue to the Future: Practitioners and 
Researchers Author(s)" The Bulletin of Historical Research in Music Education 16, no. 2 (January 1995): 
100. 
2 13 Ibid., 114. 
214 See for example, Charles Leonhard, Recreation through Music (New York: A.S. Barnes and 
Company, 1952). 
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education professionals have largely overlooked the musical needs of adults. When they 
begin preparing teachers for that sector, jobs will be created."215 
Lee Higgins notes that while there has been in recent years an increase in the 
provision of community music learning opportunities in post-secondary music programs, 
these opportunities tend to remain on the periphery as electives and as such do not 
strengthen the promotion of community music as a viable music education career option. 
He suggests that, "the traits of Community Music, context, community, participation, and 
pedagogy, come embedded with all music curricula and therefore form an infrastructure 
to all curricula. Sensitivity to this will release relevant aspects contributing to a music 
education that is responsive and relevant to the early twenty-first century ."216 
Additionally, he says, music educators themselves might begin to expand their identities 
to include traits of community musicians who embrace the value in their roles as 
musicians, project managers and instigators, and entrepreneurs.217 Through the 
incorporation of an entrepreneurial ethos within the music education degree, through 
courses, workshops, institutes and opportunities to study and experience entrepreneurship 
in music education, perhaps music educators would begin to embrace their potential roles 
within community music. 
Several writers in recent years have addressed the topic of expanding the scope of 
music teacher education. In 1986, Elliott suggested a "deschooling" of music education 
2 15 Mark, "Music Education History," 118. 
2 16 Lee Higgins, "Boundary Walkers: Contexts and Concepts of Community Music" (PhD diss. , 
University of Limerick, 2006), 149-150. 
217 Ibid., 78. 
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"toward establishing community, business, and industry-based music programs that 
would provide music education to a much more diverse population."218 He also 
envisioned, for pre-service music educators, careers entailing "one of several forms of 
community music combined with a practical involvement in traditional music education, 
or a leap into comprehensive arts education."219 Myers, in 1992, detailed ideas for music 
teacher education programs to foster a lifelong-learning orientation. His perspective was 
that self-directed learning for future teachers could promote independence and self-
confidence that would lead to an "improved ability to design beneficial learning 
opportunities for all ages.'mo He suggested learning environments for field experiences 
outside of traditional schooling, including those settings that may involve communities 
representing unfamiliar cultures and those that may entail working outside of one's major 
performance area: 
Working informally to help disadvantaged children and adults understand and 
enjoy music ... can help prospective teachers focus on the human interaction of 
teaching and learning, instead of on the mechanical implementation of a theory-
based lesson plan. Teaching an intergenerational class can provide future teachers 
with valuable perspectives on the role of music throughout life, as well as with 
opportunities to design strategies that accommodate changing physical or 
intellectual needs across the life cycle. When combined with school-based 
assignments, these experiences help teachers recognize their role in connecting 
the school with the larger community .221 
218 David J . Elliott, "Music for Citizenship: A Commentary on Paul Woodford's Democracy and 
Music Education: Liberalism, Ethics, and the Policy of Practice," Action Criticism, and Theory for Music 
Education 7, no. 1 (2008): 67. http://act.maydaygroup.org/articles/Elliott7 _1.pdf (accessed December 27, 
2009). 
219 Ibid., 67. 
220 David Myers, "Teaching Learners of All Ages," Music Educators Journal79 , no. 4 (December 
1992): 24-25 . 
221 Myers, "Teaching Learners," 25. 
88 
However, by 2005, Myers was criticizing the lack of action on the part of the 
music education community with regard to these types of improvements in music teacher 
education: 
Even when music educators have embraced the importance of school-community 
integration, the profession has often managed, in its own inimitable way, to 
bifurcate the topics of adult and community music from school music. This 
philosophical and practical division segments the preparation and professional 
development of music teachers for in-school work from questions of relevance 
beyond the school. As a consequence, we lose sight of things such as the crucial 
role of music in intergenerational cultural transmission, or how providing high-
quality music education at any age benefits from knowledge of lifelong 
developmental contexts. We lose sight of the ways in which people 
spontaneously engage in music throughout their lives and the skills that underlie 
personal music making, both of which could form a basis for more relevant school 
programs. We also lose sight of the fact that building support for in-school 
programs may be a matter of providing direct educational experiences for 
adults.222 
Here, an entrepreneurial component in the music teacher education programs that aimed 
to help future music teachers prepare for work teaching outside of pre-K-12 school 
settings might ultimately also help build support for the continued existence of music 
education within schools. 
Elliott, in discussing the importance of securing the place of music in public 
education, describes several tasks that the profession can do toward that aim, one of 
which involves looking beyond typical schooling scenarios. He suggested that the 
profession must, "develop communities of musical interest by expanding music education 
horizontally and vertically beyond conventional schooling. This task includes developing 
222 David Myers , "Freeing Music Education from Schooling: Toward a Lifespan Perspective on 
Music Learning and Teaching ," International Journal of Community Music 1, no. 1 (2008): 52. 
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ways to link school and community-based music education programs ... "223 and he 
proposed that it must, "initiate and develop links between professional music educators 
and the musical needs and interests of corporate employees."224 An orientation toward 
entrepreneurship is a means for music education majors to design, create, and develop 
new opportunities for contributing to "people's growth in and through music"225 and thus 
create value for all involved. 
Social justice through music education could be another outcome or aspect of music 
education entrepreneurship. Marissa Silverman suggests that music education has the 
potential to help alleviate serious social problems such as poverty, violence, and racial 
and gender discrimination and suggests that integrating community music and music 
education in the context of music teacher education programs is a worthwhile place to 
start developing ways to address social justice?26 She describes a program of courses and 
practices at New York University227 that offers undergraduate and graduate music 
education students the opportunity to study and work within many types of community 
music models. Silverman observes, 
[M]usic education students are often surprised and excited to learn that in addition 
to traditional school music teaching, or a career in a particular form of community 
music, they have many alternative ways to foster and care for people's growth in 
223 David Elliott, Music Matters (New York: Oxford University Press, 1995), 308. 
224 Ibid., 308. 
225 Marissa Silverman, "Sites of Social Justice: Community Music in New York City, " Research 
Studies in Music Education 31, no. 9 (2009): 188 . 
226 Ibid., 188. 
227 New York University has also begun offering a course entitled "Social Entrepreneurship in the 
Music Industry," http://clivedavisdept.tisch.nyu.edu/object/remuutl270.html (accessed March 20, 2012). 
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and through music by combining key aims and strategies of community music and 
school music. Most importantly, the students learn to practice music education as 
a form of critically reflective, ethical, and 'loving' action.228 
Although some music education majors may instinctively feel ready to work as self-
directed and forward-thinking leaders in their schools and even in their surrounding 
communities, many other undergraduate music education students may not sense that 
capacity or potential in themselves, and many may be discouraged by what they feel is 
their helplessness to change the status quo in music education opportunities. These 
students might benefit from specific opportunities during their teacher preparation 
courses to exert their creativity and leadership abilities. Were music education students 
encouraged and educated to think of themselves as entrepreneurs in the realm of music 
education they might be able to imagine and take action to create opportunities beyond 
the traditional modes of music education that are currently suggested to them (namely 
public school teaching). If this were to happen, many more of them (than currently do) 
might view themselves as change agents with the potential to create value and positively 
impact individuals and communities through music education. Consequently, perhaps 
more music educators would remain in the profession of music education instead of 
pursuing other work outside the field, and perhaps more individuals and communities of 
learners would ultimately benefit from the music education opportunities that would then 
be available to them. 
With regard to policy issues in music teacher preparation, Samuel Hope poses 
several "strategic questions." He clarifies that, "strategic questions constitute a list of 
228 Silverman, "Sites," 188. 
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checkpoints for testing our ideas against our understandings of dangers and opportunities, 
illusions and realities, common frameworks and individual choices."229 His first question 
centers on music education students themselves: 
Who are our students and what do they want? What do students who enroll in 
music teacher preparation programs want to do?[ ... ] Many students come into 
teacher preparation programs because learning to make music is important enough 
to them that they want to help other people learn to do the same thing.230 
He continues: 
I am convinced that a certain number of people are born who want to work in 
music, and a certain number of those want to teach music. These musicians will 
teach music somewhere, somehow. If conditions in the schools are not conducive 
to their teaching music, they will simply find other ways to accomplish their 
goals. They will establish or work in community music schools, they will open a 
private studio, or they will work in a magnet high school where justification 
battles are fought beyond the school level. Of course it is natural and quite 
wonderful that music teachers would find or establish the types of conditions that 
are conducive to their best work. Outstanding teachers are needed in all 
settings .231 
Though he does not explicitly mention the term "entrepreneurship," Hope opens 
the door for what might be described as the development of an entrepreneurial rnindset in 
pre-service music educators when he asks, 
Are we trying to prepare individuals who can take their knowledge and skills and 
apply them independently under conditions they find themselves? [ ... ]Or are we 
trying to prepare individuals who produce learning to standardized requirements, 
through standardized methods, evaluated with standardized tests?232 
The risk for current music education programs is in preparing students for work 
229 Samuel Hope, "Strategic Policy Issues and Music Teacher Preparation," Arts Education Policy 
Review, 109, no. 1 (January 2007): 8. 
230 Ibid . 
23 1 Ibid ., 9. 
232 Ibid. 
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for which there is a need, but for which there may be no pre-existing jobs. For example, 
if, as Leonhard, Elliott, Myers, and others have suggested, there is a need for the 
development of music education opportunities for communities of learners beyond the 
pre-K-12 setting, what exactly are these opportunities, and how could these opportunities 
be parlayed into income-earning, sustainable endeavors? That is, how could a music 
educator earn a living by pursuing music education opportunities other than those for 
which most music teacher preparation programs certify them, namely pre-K-12 teaching? 
I suggest that entrepreneurially minded music education majors might be prepared to 
imagine, discover, recognize, create, and develop the jobs ofthefuture and strengthen the 
ties that music education has to society as a whole. Lowell Mason is an example of how 
entrepreneurial thinking and action can result in the creation of jobs in music education 
where no jobs existed before. Prior to introducing music education to the students in the 
public schools of Boston, Massachusetts, music education took place in homes, in private 
studios, in churches, and in other community centers. Mason used entrepreneurial 
thinking and action to uncover a need, imagine a solution, and actually create new value 
where none existed before, both for himself and for public school students and music 
educators. What was, at one time, a private concern (music education), in 1838 became a 
public concern when music became part of the public school curriculum in Boston. 
Sarasvathy, who emphasizes the essence of pragmatism in entrepreneurship, 
clarifies what is meant by "the future": 
At its heart, entrepreneurship is about the future. Not the future that has already 
happened and is therefore predictable ... but the future that is barely imagined 
today and can only be known in the creation of it tomorrow. [I]t is the task of 
entrepreneurship to partially discover and fully forge and implement through 
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economic means the vision of a future composed of the diverse aspirations of 
millions of people to create the society we want to live in from the society we 
have to live in.233 
Bowman, furthers this notion of "the future" and cites that one of "the more important 
aims of educational endeavors on a pragmatic view," is 
to prepare people for an unknown and unknowable future,234 by developing 
dispositions, attitudes, and capacities that are not only compatible with, but thrive 
amidst change. Education, on this view, enhances people's control over life's 
unpredictability by developing the ability to better tolerate the seemingly 
incommensurable and enabling them to negotiate the uncontrollable.235 
Challenges will exist, of course, for music educators attempting to change practices 
through innovation and creativity .236 However, by infusing music teacher education with 
an orientation toward entrepreneurship, students might become more empowered to 
shape the future, rather than simply adapt to it.237 In other words, music teachers could be 
prepared in post-secondary music teacher preparation programs to embrace change, find, 
develop, or create the resources they need to do their work, and continuously create new 
233 Saras Sarasvathy, "Entrepreneurship as Economics with Imagination," 
http://www .effectuation .org/sites/defaultlfiles/BEQO l .pdf, p 16. 
234 Higgins refers to a "future we do not and cannot know" as the "impossible future" in Lee 
Higgins, "The Impossible Future," Action, Criticism, and Theory for Music Education, 6, no. 3 (2007), 
accessed June 30,2011, http://act.maydaygroup.org/articles/Higgins6_3.pdf. 
235 Wayne Bowman, "Re-Tooling "Foundations" to Address 21st -Century Realities: 
Music Education Amidst Diversity, Plurality, and Change. Action, Criticism, and Theory for Music 
Education 2, no. 2 (December 2003): 13, http://act.maydaygroup.org/articles/Bowman2_2.pdf. 
236 Westerlund, discussing Deweyan pragmatism in the context of music education, acknowledges 
the inevitable challenges to be encountered when endeavoring to introduce change into music education 
practices. Heidi Westerlund, Bridging Experience , Action, and Culture in Music Education , PhD diss . 
Sibelius Academy, Helsinki, 2002 . 
237 For more on the concept of a creative, rather than an adaptive response, see: Joseph A. 
Schumpeter, "The Creative Response in Economic History," Essays on Entrepreneurs, Innovations , 
Business Cycles, and the Evolution of Capitalism, ed. Richard V. Clemence (Cambridge, MA: Addison-
Wesley, 1951), 149-150. 
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value for themselves (in terms of emotional, intellectual, and financial job satisfaction) as 
well as for their students, whatever their ages or musical interests. 
Model of Entrepreneurship Education within Music Teacher Education 
What follows is a model of how music education entrepreneurship might be 
considered in the context of a post-secondary music education degree. This model 
presents a curriculum that incorporates traditional aspects of a music teacher preparation 
curriculum such as studio learning, coursework in pedagogy, musicianship, and liberal 
arts, ensemble learning, and teaching internships. Within those broad categories, certain 
courses that are infrequently included in music education degree plans, but which I am 
suggesting are important to music education entrepreneurship, are noted with an asterisk. 
For example, within the category of teaching internships, work within the public school 
music teaching setting is already a part of most music education degree plans. However, 
less frequently seen is the opportunity for internships in community music leadership, 
studio teaching , or outreach partnerships. The model features the following 
characteristics: 
• The student is at the center of learning. This implies that the degree is intended 
to meet the needs and interests of the music education student and that there is a degree 
of personalization and flexibility inherent in the curriculum suggested by this model. 
• Elements relevant to entrepreneurship such as value creation , transformation, 
and problem posing and problem solving, for example, are part of the overall design 
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where a philosophy of entrepreneurship both frames and permeates the courses and 
experiences that comprise the degree. In other words, an orientation toward 
entrepreneurial thinking and action becomes part of the entire degree and is embraced 
and modeled by all faculty involved in any aspect music teacher education, whatever the 
course or expenence. 
• The outer circle, which contains these elements, is not fixed, but rather flexibly 
encircles the model. It can be turned and shifted so that each of the concepts listed can be 
seen as important and applicable to every category and sub-category in the degree and are 
not associated only with the categories nearest to which they appear. 
• Essential qualities of entrepreneurship can be seen to be both influencing and 
emanating from the student. In a reflexive learning environment that embraces 
entrepreneurial thinking and action, elements of entrepreneurship are prioritized and 
modeled throughout the student's curricular experiences , thereby encouraging the 
development of the student's capacity to think and act entrepreneurially and to in tum 
model this for their own students. This contrasts with the typical model of teacher-
directed learning and shifts the approach to a more discovery-based, student-directed 
model. This new model is one that encourages and supports critical and creative thinking, 
new value creation throughout the learning process, and ultimately, transformation of the 
individual student who then serves to bring about positive transformation in others and in 
overall contexts and systems of music education. 
• The swirl design represents the dynamic aspects of the process whereby features 
and experiences in each of the categories may be seen to impact and be impacted by all 
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other components of the degree. Boundaries between components of the degree, 
(coursework, ensembles learning, studio learning, and teaching internships) are fluid, 
allowing for aspects of each to flow freely into and to influence the others. 
• "New" or less frequently addressed areas in music teacher education that are 
considered to be important to music education entrepreneurship are indicated with an 
asterisk. These include teaching internships and opportunities such as community music 
leadership, studio teaching, and outreach partnerships; coursework that incorporates 
informal music learning, composition, improvisation, arranging, and entrepreneurial 
business skills; mentorships by entrepreneurs, and student-directed ensemble learning. 
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Curricular Model of Music Education Entrepreneurship 
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Entrepreneurship and the Pre-K-12 Public School Music Teacher 
There's a dark little joke exchanged by educators with a dissident streak: Rip Van Winkle 
awakens in the 2r century after a hundred-year snooze and is of course, utterly 
bewildered by what he sees. Men and women dash about, talking to small metal devices 
pinned to their ears. Young people sit at home on sofas, moving miniature athletes 
around on electronic screens. Older folk deny death and disability with metronomes in 
their chests and with hips made of metal and plastic. Airports, hospitals, shopping 
malls-every place Rip goes just baffles him. But when he finally walks into a 
schoolroom, the old man knows exactly where he is. "This is a school," he declares. "We 
used to have these back in 1906. Only now the blackboards are green."238 
As Colwell noted, little has changed in music teacher education, and 
consequently, in public school music education, since the first degree in public school 
music teaching was awarded in 1921. If societal needs, norms, and expectations have 
changed over the past century (not to mention the variety of music that has been created 
in that time), it would seem necessary that music education would respond to these 
drastic changes in order to stay relevant and current. Twentieth-century models of music 
education need to be reconsidered and re-evaluated in light of the needs of contemporary 
society. Whether or not the current models continue to exist, (for example large, teacher-
led performance ensembles, music appreciation classes, general music classes, etc.) 
entrepreneurship within music education is a concept and process that by its very nature 
is adaptable to contemporary needs and values, whatever the decade. Entrepreneurship is 
238 Claudia Wallis , "How to Bring Our Schools Out of the 20th Century," Time, December 10, 
2006, http://www .time .com/time/magazine/article/0,9171 ,1568480-6,00.html, (accessed December 28, 
2010). 
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about meeting the needs of individuals, communities, and societies, and about the most 
effective, positive way to create value and serve the population at hand. As mentioned 
earlier, Lowell Mason, sometimes referred to as "the father of music education" in the 
United States239 might be considered one of the first American music education 
entrepreneurs due to his work establishing music education in the Boston public schools 
in 1838. His entrepreneurship resulted in opportunities for an entirely new population to 
learn music as part of a free public education. This was a radical transformation from 
prior music education opportunities that had only been available privately. 
Entrepreneurship education for undergraduate music education majors may have 
positive implications for expanding career choices for future music teachers, but it might 
also be of use to those students who plan to pursue music education work primarily in 
public schools. For example, entrepreneurship education could be a catalyst for 
transforming teaching practices within the conventional pre-K-12 classroom and may 
help music teachers to encourage their students to tap into their own entrepreneurial 
capacities and to create new ways of performing music, arranging music, composing 
music, improvising music, listening to music, and sharing music in ways that 
acknowledge and embrace the realities of students' experiences with music outside of 
school. American public school music educators have a responsibility, as part of the 
larger educational enterprise in the United States, to work to help to meet the individual 
needs and interests of their students while serving the broad missions of public school 
education. Entrepreneurial thinking and acting in the classroom might be a way to help 
239 Harold F. Abeles, Charles R. Hoffer, Robert H. Klotman, Foundations of Music Education, 2nd 
ed. (New York: Schirmer Books, 1995), 11. 
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meet this responsibility. What follows is first a description of the historical aims of public 
school education in the United States, and second, an examination of why 
entrepreneurship in the pre-K-12 music classroom might serve as a powerful means to 
help address the political, social, and economic aims of public school education. 
Aims of Public Schooling in a Democratic Society 
Dewey reminds us that education itself has no aims, that only people have aims?40 
However, he states that educational aims can be viewed as "suggestions to educators as to 
how to observe, how to look ahead, and how to choose in liberating and directing the 
energies of the concrete situations in which they find themselves."241 Entrepreneurial 
thinking may have relevance in elementary and secondary schools as a means for 
students to understand themselves as potential change agents and leaders who are capable 
of thinking and taking action to create value for themselves and others. Gordon Lee 
observes that Thomas Jefferson held that one of the most important purposes of the 
curriculum of public education was to promote the freedom of people in a free society. 
This would be accomplished by a diffusion of knowledge to the masses and the 
development of students' resourcefulness so that they might be self-sufficient and have 
240 John Dewey, "Aims in Education," The Essential Dewey Vol. I, ed. Larry Hickman and 
Thomas Alexander, 254. 
241 Ibid. , 254. 
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the basic tools to "carry on their own education throughout life."242 Amy Gutman and 
William Kilpatrick both support the notion that public education has a prime 
responsibility to develop intelligent citizens so that they may participate in self-
government and be possessed of the intellectual tools and knowledge necessary to sustain 
a democracy. However, both authors also criticize systems of public schooling for too 
often failing to adequately prepare future citizens by denying students opportunities to 
shape their own educations243 and by neglecting to embody systematic democratic 
procedure and student involvement with decision-making and action.Z44 
Within primary and secondary classrooms, and even in many post-secondary 
teaching and learning situations , traditional models of music education typically include 
environments in which the teacher makes most or all of the decisions regarding 
repertoire, artistic choices, performances, curricular focus, and educational materials. In 
the United States, a country founded on principles of freedom, independence, democracy, 
and individual choice, this dictatorial approach to teaching and learning seems to conflict 
with the type of skills, attitudes, and behaviors that are needed for young people to 
develop as contributing citizens in a democratic society. The following paragraphs 
explore what potential entrepreneurship might have in the music classroom to address 
political, social, and economic aims through public education. 
242 Gordon C. Lee , Crusade Against Ignorance: Thomas Jefferson on Education (New York: 
Columbia University , 1961), 21. 
243 Amy Gutman, Democratic Education (Princeton, NJ: Princeton University Press, 1987), 94. 
244 William Heard Kilpatrick, Group Education for a Democracy (New York: Association Press, 
1940) , 23 . 
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Entrepreneurship, and the Social and Democratic Aims of Schools 
Teachers sometimes exude an attitude of entitlement to use their knowledge and 
authority in ways that might at best ignore and at worst negate what students bring to the 
classroom in terms of their knowledge, experiences, interests, and capabilities. The 
traditional teacher-directed approach does little to help develop in students a sense of 
autonomy or confidence in their abilities to make choices based on their own knowledge, 
experience,245 or ideas about music. In this type of learning environment, students often 
learn how to take direction (or instead be denied the opportunity to be involved in school 
music), perform according to the director's commands, and suppress their own creative 
tendencies in an effort to produce what the teacher expects of them.246 While this may 
result initially in a high caliber of musical performance, (as well it may not), it may also 
inhibit important and relevant abilities and attitudes that students need in order to actually 
apply their musical skills outside of the formal music-learning situation in personally 
meaningful ways. I have noticed that the effects of this kind of educational experience 
seem to reveal themselves sometimes in higher education settings when music students 
find themselves at a loss to answer when asked, "What music would you like to 
perform?" "What musical choices would you make here and why?" "How will you use 
your talent and skills as a musician to serve your needs and interests and those of others 
while you are still in school?" "How will you use your talent and skills after you 
245 John Dewey, Experience and Education (New York: Macmillan, 1938). 
246 Alfie Kohn, The Schools Our Children Deserve: Moving Beyond Traditional Classrooms and 
"Tougher Standards ." New York: Houghton Mifflin, 1999. 
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graduate?" and "Why are you choosing a degree in musicT' Having frequently been told 
what to do and how to do it, often with little or no explanation as to why, many of my 
own college music students explained that they had been accustomed to following the 
commands and demands of prior music teachers and tended to find themselves somewhat 
surprised and even frustrated when I would ask them to consider their own solutions for 
various challenges in musical interpretation, for instance, or remedies to problems of 
ensemble performance. Their dependence upon the thinking, decisions, and actions of 
their instructors rather than on the development of their own independence and problem-
solving capacity seemed to be a prominent feature of their schooling prior to reaching the 
university. Carlos Rodriquez, in his studies on informal music learning, finds that many 
students, for instance music education majors, who have experienced substantial learning 
in notation within traditional large music ensembles such as band or orchestra and have 
received a more formal music education, are conditioned to having their musical learning 
directed by someone else and are used to being told what to do with regard to musical 
decisions.247 This type of dependence can lead to challenges when students are asked to 
exert their freedom to choose and decide the solutions to musical problems. 
Autocratic teaching and learning that fails to incorporate the critical thinking and 
creative contributions of students may translate into music education students proceeding 
to teach as they were taught without critically examining how and why they make their 
choices. Rather than thinking entrepreneurially and expanding the possibilities of what 
247 Carlos Rodriguez, "Informal Learning in Music: Emerging Roles of Teachers and Students," 
Action, Criticism , and Theory for Music Education 8, no. 2 (2009): 35-45 , Action, Criticism , and Theory 
for Music Education, http://act.maydaygroup.org/articles/Rodriguez8_2.pdf (accessed, June 28 , 2011). 
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might be for themselves and their students, will they instead perpetuate the status quo and 
continue the cycle of developing musicians who may lack vision for themselves, are 
overly dependent on the vision and musicianship of their teacher(s), and may be unlikely 
to continue to actively use their musicianship in their lives beyond formal schooling? 
Informal music learning, an approach to music learning that prizes individual problem 
solving, leadership, and musical decision-making, bas many attributes in common with 
entrepreneurship in music education. These are explored in detail in chapter 4 in the 
discussion on Musical Futures, and informal music learning is examined as a means to 
help serve the democratic and social aims of public schooling. 
Entrepreneurship Education, Critical Pedagogy, and Democratic Education 
Individuals familiar with the tenets of critical pedagogy and democratic education 
will recognize similarities with some of the described aims and potential outcomes of 
entrepreneurship education described in chapter 2. Indeed, many concepts associated 
with entrepreneurship and entrepreneurial thinking find parallels in both critical 
pedagogy and democratic education. In order to make clear the differences between them, 
and to attempt to further disentangle any negative connotations from the term 
"entrepreneurship," important features of these three approaches need to be examined 
side by side. 
For instance, the ideas of "possibility" and freedom to pursue hopes and desires 
are common to the language of critical pedagogy, democratic education, and 
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entrepreneurship education. In all three realms, drawing from the lived experience of the 
student is of primary importance. Additionally, each approach aims to develop students 
as independent, self- and socially empowered individuals capable of creating meaningful 
change for themselves and others. Transformation, risk taking, and critical thinking and 
action are important facets of both critical pedagogy and entrepreneurship education. 
However, whereas democratic education and entrepreneurship education might be said to 
exist in a symbiotic relationship (as explored below), critical pedagogy and the concept of 
entrepreneurship may be seen to have some clear differences in terms of their stated aims 
and outcomes. One of the main differences is that entrepreneurship is clearly focused on 
innovation and value creation-social, economic, political, and cultural value-in ways 
that critical pedagogy is not. Entrepreneurship centers on the role of the individual and 
how that individual can create value for herself or himself while also creating value for 
others. While certain forms of value can lead to freedom of choice and freedom to 
exercise one's voice, entrepreneurship is not necessarily primarily focused upon 
emancipation in the form of social justice or in leading people to recognize forces of 
power that have led to their oppression in the ways that critical pedagogy is. Critical 
pedagogy, may, however, lead to conditions that allow entrepreneurship to flourish,248 
and it may also be used to inform the way entrepreneurship is taught.249 Capitalism, 
248 Karin Berglund and Anders Johansson, "Entrepreneurship, Discourses and Conscientization in 
Processes of Regional Development," Entrepreneurship and Regional Development 19 (November 2007), 
499-525 . 
249 Cath Lambert, Andrew Parker, and Michael Neary, "Entrepreneurialism and Critical Pedagogy: 
Reinventing the Higher Education Curriculum," Teaching in Higher Education 12, no. 4 (August 2007): 
525-537. 
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which proponents of critical pedagogy, an outgrowth of Marxism, view as an 
overwhelmingly oppressive force against which all should rail,250 is not, in the realm of 
entrepreneurship, necessarily considered to be the antithesis of freedom and possibility. 
Rather, entrepreneurship is a mechanism that can work within a capitalist market 
economy to allow individuals to create economic, political, and social value, for instance, 
for themselves, for their communities, and for society. 
Authors writing about contemporary music education practices in the United 
States, from both critical pedagogical and democratic stances, have described views 
compatible with those found in the literature on entrepreneurship education regarding 
how music teaching and learning at all levels might be improved, particularly in the 
concept of transformation. Frank Abrahams proposes a Critical Pedagogy for Music 
Education (CPME) that suggests that music education is a conversation in which teachers 
and students pose problems and solve them together though means such as composition 
and improvisation in styles that are relevant to the contexts in which they live.251 He 
believes that music education should be transformative and empowering in ways that 
result in depth of knowledge and understanding that lead to an ability for students and 
teachers to effect change, what Freire termed "conscientization"252 through critical action 
250 Eric Weiner, "Critical Pedagogy and the Crisis of the Imagination," in Critical Pedagogy: 
Where Are We Now? ed. by Peter McLaren and Joe Kincheloe (New York: Peter Lang. 2007), 64. 
251 Frank Abrahams, "Critical Pedagogy for Music Education: 
A Best Practice to Prepare Future Music Educators," http://users.rider.edu/~vrme/v7n1/vision/ 
Abrahams%20-%20CPME%20Best%20Practi.pdf (accessed July 8, 2011). 
252 Paulo Freire, Pedagogy of the Oppressed. 30'h Anniversary ed. New York: Continuum, 2002. 
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and feeling in music making.253 Patrick Schmidt's view of music education's import and 
potential to create value echoes many of the tenets of entrepreneurship and 
entrepreneurship education: 
Music education, because of its particular dynamic, has the potential to reach as a 
transforming power to different realities; however, in order to do so it must go 
beyond considerations of musical syntax, aesthetics, and performance . It needs to 
relate to the realities of individuals and communities in which it engages. It must 
not only establish its value in cognitive and emotional connections alone, but also 
search for social and thus, personal, transformation?54 
Abrahams' and Schmidt's perspectives echo Dewey's theory of intelligence 
described in chapter 1 with regard to the language of possibility and change agency. 
Regelski questions many of the practices common in music education at all levels and 
settings (in classrooms, ensembles, and private studios) with regard to whether they help 
students develop individual musicianship necessary to continue engagement in music 
making without the involvement of a teacher.255 Like Abrahams and Schmidt, he declares 
that transformation, not just transmission of knowledge, is necessary for educational and 
social improvement, since past values are not always sufficient to serve the progress of an 
ever-changing society. He sees "creative transformation"256 as a dialectical synthesis of 
253 Frank Abrahams, "Critical Pedagogy for Music Education: 
A Best Practice to Prepare Future Music Educators," 7 , no. 1 (2006) , http : //users .rider .edu/~vrme/ 
v7nllvision/Abrahams%20-%20CPME%20Best%20Practi .pdf (accessed July 8, 2011) . 
254 Patrick Schmidt, "Music Education as Transformative Practice: Creating New Frameworks for 
Learning Music through a Freirian Perspective," Visions of Research in Music Education (VRME) Special 
Edition 6 (January 2005), http: //users.rider.edu/~vrme/v6nllvision/schmidt_2005.htm (accessed July 8, 
2011) . 
255 Thomas Regel ski , "Reconnecting Music Education with Society," Action, Criticism, and 
Theory for Music Education 5, no.2 (2006): 2-20, http://act.maydaygroup.org/articles/Regelski5 _2.pdf. 
256 Ibid. , 8. 
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transmission and transformation-one that will result in creative tension between those 
who seek change and those who are comfortable with the status quo. There are, again , 
shades here of Schumpeter's concept of creative destruction where music education 
practices might be transformed by the modification or destruction of old ways of teaching 
and learning, or replaced entirely by new ways of teaching and learning. In order to bring 
about the necessary fundamental change, music educators must question traditional 
assumptions about the profession. Regelski criticizes what he calls "methodolatry"257 or 
the obsession with mastering the "methods" of curriculum delivery in music education. 
The potential role of music educators in this focus on transformation and creation of new 
value through music education suggests a purpose similar to that of the functions of the 
social entrepreneur described by Bornstein and Dees in chapter 2. 
Woodford emphasizes the need for music educators to embrace their roles as 
"intellectuals and democratic leaders of children ."258 He points out that while many music 
educators are basically in support of the democratic purpose of public schooling, 
autocratic methods and models of teaching persist nonetheless. In a democratic 
classroom, students should be allowed the freedom of mind that gives them room to 
"explore, negotiate and contribute to the complex and constantly changing social and 
257 Ibid. , 9. 
258 Paul G. Woodford, Democracy and Music Education: Liberalism , Ethics, and the Politics of 
Practice (Bloomington , IN: Indiana University Press, 2005), 99. 
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musical world around them."259 With greater freedom comes an expectation of greater 
responsibility on the part of the individual and of the community ?60 
[M]usic teacher education programs, because they tend to reify tradition, 
including the beliefs that music educators are primarily performance and methods 
teachers and gatekeepers to the "masterworks," breed intellectual passivity and 
conservatism in music education majors ... They are socialized to be followers and 
not intellectual and visionary leaders in the sense described by the MENC (1972, 
1987), emphasizing that new teachers ought to model intellectual curiosity and 
various personal and leadership qualities so that they can envision and initiate 
needed changes.261 
Woodford also points to James Mursell, who believed in the potential for music 
educators to be democratic leaders. Mursell 's words, below, are an eloquent expression 
of the need for entrepreneurship to be cultivated in both teachers and students: 
The music specialist who goes into an elementary school classroom with a set 
lesson and proceeds to push it through on a preconceived line is missing a chance. 
The band or choir director who treats his group simply as an instrument is missing 
a chance. We must not relapse into a feeble laissez-faire or abdicate our 
leadership. Far from it! We must try to exercise the kind of leadership that evokes 
the thinking, the planning, the choosing, the deciding, the cooperating of others-
the sort of leadership that does not treat others as passive followers, but that 
builds up in them a sense of active responsible cooperation in a common 
enterprise ?62 
Randall Allsup refers to this type of learning as the "action of discovery." He 
names it as a material process of democracy, and refers to it as "democratic action." He 
259 Ibid. , 10. 
260 Ibid. 
26 1 Paul Woodford , "The Social Construction of Music Teacher Identity in Undergraduate Music 
Education Majors," in The New Handbook of Research on Music Teaching and Learning, eds. Richard 
Colwell and Carol Richardson (New York: Oxford University Press, 2002), 685. 
262 James Mursell, Music Education: Principles and Programs (Morristown, N J .: Silver Burdett, 
1956), 61. 
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states, "[W]hen students are given space to explore freely, to work democratically, they 
will create (from one of their musical worlds) a context about which they are familiar, 
conversant, or curious."263 Elliot Eisner offers a viewpoint supportive of Allsup's and 
Mursell' s ideas: 
The challenge in teaching is to provide the conditions that will foster the growth 
of those personal characteristics that are socially important and, at the same time, 
personally satisfying to the student. The aim of education is not to train an army 
that marches to the same drummer, at the same pace, toward the same destination. 
Such an aim may be appropriate for totalitarian societies, but it is incompatible 
with democratic ideals?64 
A more participatory and engaged group of students working together as a result of 
entrepreneurship in the classroom could be an outstanding model for teaching democratic 
processes. 
Entrepreneurship, Music Education, Creativity, and Economic Aims of Public Schools 
Discussing music education in terms of economic outcomes can be 
controversial-the arts for arts' sake argument stays close at hand-but I propose that 
educators should consider, particularly in light of the economic missions of public 
schools, that indeed there exists potential for significant positive economic outcomes to 
result from the learning that takes place within music classrooms. Creativity is the key, 
and students should be encouraged to cultivate creativity as a valuable and marketable 
asset, useful to their future livelihoods, and relevant to their lives in and beyond school. 
263 Randall Allsup, "Mutual Learning and Democratic Action in Instrumental Music Education," 
Journal of Research in Music 51, no. 1 (2003): 35. 
264 Elliot W. Eisner, "Standards for American Schools," Phi Delta Kappan 76, no. 10 (1995): 763 . 
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Creativity defined 
Peter Webster points out the confusion that surrounds the terms "creative" and 
"creativity," particularly in the context of music education. He notes that some view it in 
the context of products , such as a composition or arrangement, others view it as a 
process, such as improvising or even daydreaming, and many view it as both a product 
and a process.Z65 In education, the most prudent focus relative to creativity might be on 
the process of "creative thinking" and its role in music teaching and learning. Webster 
describes five possibilities for creativity development that he feels are worth considering 
as they relate to music education: (1) an emphasis on the role of imagination or musical 
imagery, (2) theoretical modeling of the creative process, (3) new approaches to the 
measurement of creative aptitude, (4) systematic observation of creative behavior, (5) and 
the use of computers and sound technology as tools for recording and stimulating creative 
thought. Although facts and skills are necessary for students to know and possess, 
Webster argues that opportunities for creative thinking and actual problem solving in the 
forms of composing, improvising, analyzing, and performing are what teachers also need 
to provide if indeed creativity is to be an important component of music education 
practice. He also criticizes the educational emphasis in music education on providing 
mostly for the "talented" and notes the disconnection between statements of philosophy 
and actual teaching practice. The focus on performance, particularly at the secondary 
level, often results exclusionary practices that raise the question of whether the more 
265 Peter Webster, "Creativity as Creative Thinking," in Teaching Music, ed. Gary Spruce (New 
York, NY: RoutledgeFalmer, 2002), 81-91. 
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pressing goal is to educate students or to entertain an audience. He asks what, if anything, 
is currently being taught that is tailored toward the sociomusical needs of the general 
music students in high school that does not take the form of a mere course in music 
appreciation?266 What value is being created? Are students, including music education 
students , learning how to take risks , are they involved in imagining and creating of 
something of value to them or to others? How will what they are learning in the 
classroom translate or carry over to how they are engaged in or experiencing music 
outside the classroom? Are they encouraged to develop an entrepreneurial mindset and 
use their creativity to advantage? 
Both entrepreneurship and creativity can be defined in terms of self-expression, 
problem finding, and problem solving, risk taking, opportunity finding , and creative 
products (such as musical compositions and arrangements). Advocates often claim that 
music education can help enhance students ' creativity , although it is not always clear that 
contemporary music education practices actually do this. Charles Fowler asserts that 
although arts education is often justified in terms of its value in helping to develop self-
expression and creativity, in practice, it actually does not deliver on these claims.267 He 
observes that many teachers hold up interpretation and artistry as equal to creativity in 
music, and that while it is true that there are important decisions in the realm of 
performing music that require creative choices, most often it is the teachers, rather than 
266 Peter Webster, "Creative Thinking in Music: Approaches to Research ," in Music Education in 
the United States , ed. J . Terry Gates (Tuscaloosa, AL: University of Alabama Press , 1988), 66-81. 
267 Charles Fowler, "Toward a Democratic Art: A Reconstructionist View of Music Education," in 
Music Education in the United States, ed . J . Terry Gates (Tuscaloosa, AL: University of Alabama Press , 
1988) , 130-152. 
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the students, who are making these choices. He suggests that the decision-making process 
be opened up more to the students. An imbalanced focus on the rules of notation, and of 
re-creation and decoding what others have composed tends to inhibit the opportunity for 
students to find their own creative voices in musical expression. He states that it is often 
the case that teachers believe that even they themselves have not reached a level of 
expertise that warrants exploring their own musical creativity. This points to a dearth of 
opportunities for creative musical expression in teacher preparation programs. The 
Musical Futures program, developed in England, and described in detail in chapter 4, is 
one example of how student choice in music learning is being emphasized and how music 
educators are learning to encourage choice, creativity, and collaborative work by 
students, something that also features prominently in entrepreneurial thinking and action. 
Elliott suggests that musical creativity is enabled by a proficient level of 
musicianship. Musicianship and musical creativity develop concurrently ?68 In order for 
students to achieve creative results, they must be consistently offered opportunities and 
be expected to exercise their creative abilities. This means frequent practice in generating 
musical ideas, predicting and selecting those musical ideas that have promise, engaging 
in musical problem-finding and decision-making, and taking risks that challenge them 
and continuously develop and increase their musicianship. Within music teacher 
preparation programs, a greater emphasis on composing, improvising, arranging, and 
working as part of service learning opportunities in music education might prepare future 
music educators to help their own students gain experience in these areas. Through their 
268 David Elliott, Music Matters (New York: Oxford University Press, 1995), 224. 
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involvement in such activities, students would be engaging in the same types of 
entrepreneurial thinking and action that might serve to create value for them as 
individuals and for the greater community as a whole, whether it be for a group of 
students in the classroom, the greater school community, or for the community beyond 
the school, including local and more global communities through the use of internet 
communication. 
Economic elements of creativity 
Several authors have concerned themselves with creativity and how it can affect 
and be affected by economic matters. Mihalyi Csikszentmihalyi discusses the arts and 
role of the marketplace in both positive and negative terms. On the one hand, he notes 
that the arts are sometimes cheapened in the context of the marketplace (an echo of the 
concept of "selling out" that many artists and arts faculty fear), and on the other hand he 
describes how some of the greatest art in the world was produced not when artists "set the 
agenda" but rather when patrons made the demands and set the standards that would 
benefit them personally. For instance, art commissioned by princes and popes had to 
impress and appeal to the community and garner admiration for the patron. 
Csikszentmihalyi makes the point that medieval and Renaissance art was in fact much 
more democratic than it has become since the art world has been able to disconnect itself 
from the rest of society. He acknowledges the notion that artists are "supposed" to be 
"above" financial concerns and that probably very few creative people are motivated by 
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money. However, he points out that few can be altogether indifferent to money .269 This 
idea is also found in the literature on the motivation of entrepreneurs. Csikszentmihalyi 
explains and illustrates the essence and importance of creativity in the arts, sciences, 
economics, and education. He emphasizes the importance of paying attention to students' 
interests and passions and educating them in such a way that they will be both competent 
and original. His definition of creativity as "an any act, idea, or product that changes an 
existing domain or that transforms an existing domain into a new one"270 echoes the 
conceptions of entrepreneurship discussed in chapter 2. He discusses the intrinsic joy and 
reward of operating within a domain even when there are not external motivators present. 
He describes this as "flow" -a quality of optimal experience characterized by an elevated 
level of enjoyment within a highly focused state of consciousness. He suggests educators 
find ways to bring as much as possible of the flow experience to the teaching of various 
domains in an effort to cultivate the creativity of young people. In so doing, music 
teachers might help students recognize and understand the value of what they are learning 
in music as it applies to their lives and their livelihoods. 
In terms of educating students to be agents of their own futures, Edward de Bono 
asserts that thinking, the most basic skill that contributes to social and economic progress, 
is not taught in most schools .271 He states that there are three basic aspects of thinking: 
what is, what may be, and what can be, and education is almost completely obsessed with 
269 Mihalyi Csikszentmihalyi, Creativity: Flow and the Psychology of Discovery and Invention 
(New York: HarperCollins , 1995) , 334. 
270 Ibid., 28 . 
271 Edward de Bono, Teach Your Child How to Think (New York: Penguin Books, 1992), 3. 
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"what is." What is needed is generative, productive, creative thinking. He criticizes the 
current system of education in the United States, one that is hyper-concerned with 
literacy and numeracy but leaves out "operacy" -a term describing the skills of action-
that de Bono feels is of extreme importance in an education system that aims to prepare 
students to create value and contribute to society ,272 the very aims of entrepreneurship 
education. 
In this regard, critique is also leveled by Marilyn Kourilsky who compares the 
public school classroom to a command or planned economy where the teachers (the 
planners) decide the "what" and "how" of production, and the needs of the students (the 
consumers) do not necessarily impact the decisions of the planners. As a result, the 
consumers (students) do not have a great deal of power in the structure of the economy 
(classroom). Kourilsky recommends that schools "create and sustain an educational 
environment in which the creatively divergent traits of the entrepreneurial spirit are 
fostered and enhanced."273 Entrepreneurship infused into the teaching and learning that 
takes place in schools might be a way to more directly connect with the needs and 
interests of students and to help and encourage them to take responsibility for the content 
of their own education. Calvin Kent asserts that entrepreneurial thinking can lead to more 
than just the next generation of business startups: "A population that is more creative, 
272 Edward de Bono, "Weekly Message," February 10,2009, http://sixthinkinghats.blogspot.com/ 
2009/02/edward-de-bonos-weekly-message_l9 .html (accessed August 4, 2009). 
273 Maureen Kourilsky, "Entrepreneurial thinking and behavior: What role the classroom?" in 
Entrepreneurship Education, ed . Calvin Kent (New York: QuorumBooks, 1990), 141. 
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innovative, risk-taking, and acclimated to change is a population that is more likely to be 
successful in all its endeavors."274 
The economic and social impact of creativity, and, to a greater or lesser degree, 
the role of the entrepreneur in what is known as the "creative economy," are examined by 
both Richard Florida and John Howkins. According to Howkins, the "creative economy" 
consists of the transactions in products of copyright, patent, trademark, and design, which 
can include the value of intangible intellectual property as well as the value of the 
physical carrier or platform, if one exists.275 Florida refers to entrepreneurship as a form 
of "economic creativity" that is deeply interrelated with technological creativity and 
artistic and cultural creativity ?76 He notes that creativity is being combined with 
technological and business creativity in the twenty first century to produce combinations 
that have more power than ever previously imagined, an idea that needs to be explored, 
rather than ignored, in the classroom. Howkins describes entrepreneurs as those who use 
creativity to "unlock the wealth that lies within themselves" in an effort to gain more 
wealth.277 And although not everyone wishes to be an entrepreneur, Howkins maintains 
that many people enjoy being independent and exploring their own ideas, and that the 
274 Calvin Kent, "Introduction: Educating the Heffalump," in Entrepreneurship Education, ed. 
Calvin Kent (New York: QuorumBooks, 1990), 6. 
275 John Hawkins, The Creative Economy: How People Make Money from Ideas (London: 
Penguin Press, 2001), xii-xiii. 
276 Richard Florida, The Rise of the Creative Class (New York: Basic Books, 2002), 33. 
277 Hawkins, The Creative Economy, 129. 
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provision of an environment that encourages these things often leads to the flourishing of 
creativity. 
Both Howkins and Florida refer to the fact that creativity can have significant costs 
associated with it in the form of time, resources and money. Howkins notes, "Economics 
generally deals with the problem of how individuals and societies satisfy their wants, 
which are infinite, with resources that are finite.'m8 He adds that creativity is not 
necessarily an economic activity in itself, but that it may become so when it produces an 
idea or service that has tradable or economic implications.Z79 The opportunity for students 
to see their own creative work as having potential worth in the form economic value is an 
aspect of music education that is rarely addressed by music teachers. I question why this 
potential outcome of creativity and music education must be ignored. If one of the major 
missions of public education is to prepare students to become economically self-
sufficient, then music education in public schools surely can do more than , as Stephen 
Kelly suggests , provide "skills, knowledge, and values required and sought after in 
American businesses"280as if every student is aiming for or destined to work in an 
American business setting. These values , according to Kelly , include punctuality, the 
ability to respond to and follow directions, take criticism, dress appropriately in specific 
attire as they represent the organization, work as a team, be organized and prepared, 
278 Ibid ., ix . 
279 Ibid ., X . 
280 Steven N . Kelly Teaching Music in American Society: A Social and Cultural Understanding of 
Music Education (New York: Routledge , 2009) , 41 . 
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develop critical thinking skills, and "understand dedication and concentration skills."281 
Kelly's limited argument for why music education addresses the economic mission of 
public schools neglects the value of developing creativity in students as part of how 
music education can impact the economic equation. Additionally , as Hamsa Thota 
observes, artistic endeavors can be a "training ground for children's emotional 
development"282 that can be viewed in terms of economic results. He suggests that the 
creative effort required to bring an abstract insight into an actual product is a valuable 
process of trial-and-error and self-discovery: 
Whether it is an engineer's design and construction of bridges and factories or an 
artist's sculpture, each product retains a fragment of the individual who created it 
and is a testament to the manifestation of that creator's inner world. Providing 
opportunities for children to internalize the creative process and to develop 
facility in creative production builds the vital competencies that America needs to 
cultivate purposefully for the 21 sr century workforce.283 
Creative processes and products in the form of compositions, arrangements, and 
improvisations, as well as interdisciplinary works such as collaborations for literary 
musical critiques, musical and visual art productions, or musical-theatrical products are 
some ways in which creativity could be incorporated into music education to address 
potential economic outcomes through public schooling. This might be an initial step 
281 Kelly,41. 
282 Hamsa Thota, "The Arts and Creativity in Education: Keys to American Economic 
Competitiveness in the 21" Century." National Arts Policy Roundtable, 2007 . Thinking Creatively and 
Competing Globally: The Role of the Arts in Building the 21 51 Century American Workforce, 
http://www .artsusa.org/pdf/information_services/research/policy _roundtable 
/2007_essays.pdf (accessed April 19, 2009) . 
283 Ibid. See "Training and Education" in chapter 4 of this thesis for an in-depth discussion about 
the concerns and tensions surrounding the needs of individuals versus the needs of nations. 
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toward students seeing the external (social) as well as internal (emotional) value of their 
creations, whether or not there is any monetary gain involved. Entrepreneurship, as a 
"key competence"284 for all young people, is a means to help students become more 
creative and self-confident in whatever they undertake. 
Entrepreneurship in the Pre-K-12 Music Classroom: Possibilities 
Gary Rabbior describes criteria that are essential to guiding effective 
entrepreneurship programs, and although his work refers to more traditional forms of 
business entrepreneurship, it is worth noting that these criteria, below, center on themes 
of democratic learning, the improvement of social conditions and the development of 
community, as well as value creation for individuals and groups. Thus, it is reasonable to 
imagine that principles of entrepreneurship, incorporated into the music classroom, might 
indeed serve to address these aims of public education. My comments,285 below each 
bulleted item, are included to illustrate how these criteria might be applied within pre-K-
12 music classrooms. According to Rabbior,286 entrepreneurial programs are: 
284 World Economic Forum, Educating the Next Wave of Entrepreneurs: Unlocking 
Entrepreneurial Capabilities to Meet the Global Challenges of the 21st Century. A Report of the Global 
Education Initiative, Switzerland , April 2009, http://www .weforum.org/pdf/GEII 
2009/Entrepreneurship_Education_Report.pdf (accessed May 4 , 2009) . 
285 Michelle Snow, "Entrepreneurial Thinking in the Pre-K-12 Music Classroom: Examining the 
Relevancy of Twenty-First-Century Music Education and Its Potential to Meet the Needs of Students, 
Communities, and the Creative Economy," in Disciplining the Arts: Teaching Entrepreneurship in 
Context, ed. Gary Beckman (Lanham, Maryland: Rowman and Littlefield, 2011) , 124-126. 
286 Gary Rabbi or , "Elements of a Successful Entrepreneurship/Economics/Education Program," in 
Entrepreneurship Education, ed. Calvin Kent (New York: Quorum Books, 1990), 53-65. 
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• Hands-on and participatory 
In addition to the participatory role students have in playing and singing in music 
classes, students could also take an active role in helping to select repertoire and 
make musical decisions regarding instrumentation, dynamics, tempo, articulation, 
expression, etc. 
• Goal- and achievement-oriented 
Many performance-based music education programs are already focused on 
achievement and goal attainment in the form of concerts and ensemble 
competitions. This focus might be expanded to allow for student achievement in 
songwriting, composition, recording engineering, arranging and other goals 
identified by students and teachers together. 
• Not focused on seeking or expecting "right answers" 
A greater focus on improvising and composing in music classes might address 
this aim. 
• A challenge to the status quo 
The availability of a variety of ensembles in addition to the traditionally offered 
chorus, band, and orchestra would challenge the status quo and could be a step 
toward acknowledging the vibrant musical world that exists outside of the school 
walls. Students could assume active roles as a participant-leaders in smaller 
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groups such as pop and rock bands,jazz combos, techno ensembles, African 
drumming groups, mariachi bands etc. These types of opportunities might also be 
attractive to students whose needs or interests are not addressed through 
participation in traditional large ensembles. 
• Focused on community integration 
Teachers and students should consider how to incorporate the music of the 
community into the school [for instance by inviting in community musicians to 
work as artists-in residence, or by including particular local styles into the 
repertoire studied in school], and should find creative new ways to share the 
music being made in school with the community. 
• Inclusive of a variety of approaches and teaching styles 
In addition to-or in place of-operating in a traditional authoritarian role, 
teachers might engage their students in dialogue and act more as facilitators who 
help students discover knowledge and develop skills without necessarily telling 
them exactly what to do and how to do it. 
• Easily amended and augmented by each individual teacher 
This would allow individualized education rather than a "one-size-fits-all" 
approach. Curriculum would be determined by the needs and interests of the 
students and could vary from school to school. 
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• Geared toward fostering entrepreneurial ventures and initiatives 
A student-led ensemble taking the initiative to arrange to perform in the 
community would be an example of this . 
• Fun and exciting 
Students passionately engaged in music making that matters to them would likely 
consider such a program fun and exciting. 
• Guided by frequent and unanticipated feedback 
Feedback from other students, as well as from a teacher working in the role of a 
facilitator, would be prominent in music education informed by entrepreneurial 
thinking. 
• Inclusive of approaches and activities that seek to build self-confidence in the 
student 
Learning approaches that emphasize independent musicianship skills and creative 
thinking that can transfer outside the classroom and be used in lifewide and 
lifelong music making would be more likely to build self-confidence in students 
who would see themselves as musicians and not just, for example, "the best third 
trumpet player" who does not have the skills or confidence to make music in 
contexts outside of the concert band. 
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• Supportive of group and team activities 
In addition to traditional large ensembles, smaller ensembles and combos would 
allow cooperative learning and team activities. 
• Focused on opportunities-finding, identifying and evaluating them 
Students creating and rehearsing their own ensembles, with the teacher as 
facilitator/coach, would be encouraged to find opportunities for musical 
innovation, expression, and improvement, as well as for music sharing/performing 
outside of school. 
• Concerned with behavioral dimensions of learning as opposed to just content 
Music education tends to focus on behavioral dimensions-a fact revealed in the 
intense focus many programs continue to place on preparing students to perform 
as members of large school ensembles. However, a greater focus on how these 
musical behaviors actually serve the student beyond the classroom or performance 
hall is recommended. 
• Led by a teacher who is entrepreneurial 
Many music teachers are notoriously entrepreneurial thinkers, but often the trap of 
the status quo and a lack of curriculum theory, development, and praxis at the pre-
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service level cause teachers to teach what and how they were taught-an issue 
which tends to stifle the entrepreneurial instinct. 
These criteria are strikingly similar, if not exactly the same, as many of the objectives and 
approaches of the innovative music education model Musical Futures, explored in detail 
in the next chapter.287 While certain aspects of entrepreneurship education as applied to 
music education may resemble the aims and approaches of critical pedagogy for music 
education, as well as democratic practices in music education, I again submit that while 
entrepreneurship education can work in tandem with and support or be supported by both 
critical pedagogy and democratic education practices, entrepreneurship education focuses 
less on uncovering sources of oppression and overcoming them than critical pedagogy 
does and focuses more on value creation in the form of social, economic, and political 
value than practices in democratic education aim to do. 
Summary 
Music educators in public schools should consider embracing an entrepreneurial 
approach to teaching and learning for the value it might offer students, communities, and 
society in the form of political, social, and economic value. In order to incorporate 
entrepreneurship into pre-K-12 music teaching and learning, pre-service teachers must 
experience entrepreneurship opportunities in music teacher preparation programs at the 
287 These examples are provided here not to be prescriptive, necessarily, but as an effort at 
illustrating possible scenarios of entrepreneurial thinking and action within the context of pre-K-12 
contexts. 
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post-secondary level. Entrepreneurship in music teacher education may conceivably 
result in the expansion of the reach and effectiveness of music education in the United 
States both within and beyond the pre-K-12 school paradigm. Music education 
entrepreneurship might thereby lead to the creation of significant value and wealth in 
terms of social , emotional, and economic well-being for many more individuals and 
communities than are currently served by music education in this nation. Such 
populations could include the very young, people of advanced age , and learners of all 
ages whose needs may not be well served by current models and approaches in music 
education. These populations may include those whose interests lie in small-group, 
student-led music-making, songwriting, composition, improvisation, arranging, and 
multi-generational music making, or those whose experiences in private lessons have 
been little more than an exercise in meeting the musical interests and expectations of their 
studio teachers at the expense of their own aspirations. Music education majors, through 
both their own pre-K-12 experiences in music and through their music teacher 
preparation programs might learn to view themselves as entrepreneurs with the 
intellectual , social , musical , political , and economic means to create and develop value 
for themselves and others as change agents both within and beyond the pre-K-12 music 
setting, in ways that have yet to be imagined. 
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Chapter4 
Entrepreneurial Thinking and Action in Music Teaching and Learning: Musical Futures 
We can turn the relative unimportance of the arts in our society and in education, and the 
fact that we therefore enjoy wider tolerance in innovation, to our advantage, to introduce 
a joyful experience for the pupils in the present, thus beginning the subversion of the 
whole process of schooling, revealing to the pupils the quite simple fact that learning is 
not a preparation for life but a basic experience of life itself, and giving them confidence 
in their ability to learn whatever it is they wish to learn.288 
Christopher Small 
Introduction 
This chapter examines a music education initiative in England called Musical 
Futures. An approach to music teaching and learning with significant pedagogical 
implications for entrepreneurial thinking for school-aged students and their teachers, 
Musical Futures employs informal and non-formal teaching and learning strategies to 
actively engage students in music making in school and beyond school. The program is 
aimed at helping students become self-directed learners who enjoy the process of 
developing their musicianship and interacting musically with others, who create value for 
themselves in terms of personal satisfaction and achievement, and who develop skills and 
dispositions that will enable them to continue to direct their musical learning beyond the 
school environment and beyond the traditional school years. 
The chapter begins with a brief discussion of the research of Lucy Green, a 
288 Christopher Small, Music, Society, Education (Music Culture) (Wesleyan University Press , 
Middleton , Cf: 1996),211. 
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British music educator and sociologist who studied the application of the informal music 
learning practices of popular musicians to the music learning of students in schools, and 
whose research formed a cornerstone to the development of Musical Futures. This is 
followed by a detailed description of Musical Futures as an entrepreneurial model of 
music teaching and learning both for young people and for their teachers. It continues 
with an investigation into the achievements of the program, an analysis of its features as 
an entrepreneurial endeavor, as well as challenges and criticisms the program faces. The 
chapter ends with a discussion of some of the concerns certain music education scholars 
have about informal music learning practices in general, and with an exploration of the 
implications the Musical Futures model might hold for entrepreneurial thinking in music 
teacher education. 
Musical Futures 
Background 
In 2001, Lucy Green published a book entitled How Popular Musicians Learn: A 
Way Ahead for Music Education, in which she described her study of the informal 
learning practices of popular musicians, with a particular interest in what those practices 
might imply for music teaching. Green continued her research in a pedagogical project in 
which she investigated the benefits that might result from the incorporation of some 
aspects of informal music learning practices into the school classroom. She documented 
that project in her 2008 book Music, Informal Learning and the School: A New 
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Classroom Pedagogy.Z89 As applied to music students, these learning practices are 
described as "using music that pupils choose, like and identify with; learning by listening 
and copying recordings; learning with friends; engaging in personal, often haphazard 
learning without structured guidance, and integrating listening, performing, improvising, 
and composing in all aspects of the learning process."290 Popular music as a curricular 
focus, which began to gain support from music educators around the world beginning in 
the 1960s,291 has found widespread acceptance in music classrooms particularly in the 
Nordic countries of Denmark, Finland, and Sweden,292 where it is widely used and, in 
some cases, is mandated in the curriculum.Z93 However, although popular music was the 
particular genre used in Green's study, her research emphasis was not on genre or content 
as much as it was on process. She was concerned with how informal music teaching and 
learning practices might be used in contemporary music classrooms for the benefit of 
young people's musical knowledge acquisition, understanding of musical products and 
289 Lucy Green Music, Informal Learning and the School: A New Classroom Pedagogy 
(Hampshire, UK: Ashgate Publishing Limited, 2008), 9. 
290 Ibid., 23. 
291 Ibid. , 5. 
292 Ibid ., 3; Side! Karlsen, "BoomTown Music Education and the Need for Authenticity-Informal 
Learning Put into Practice in Swedish Post-Compulsory Music Education," British Journal of Music 
Education 27 no. 1 (2010): 35-46. 
293 See for example Eva Georgii-Hemming and Maria Westvall, "Music Education-a Personal 
Matter? Examining the Current Discourses of Music Education in Sweden," British Journal of Music 
Education, 27, no. 1 (2010): 21-33; Borje Stalhammar, "Music Teaching and Young People's Own Musical 
Experiences," Music Education Research 5, no.1 (2003) 51-68; Borje Stalhammar, "The Spaces of Music 
and Its Foundation of Values- Music Teaching and young People 's Own Music Experience," International 
Journal of Music Education 36 (2000): 35-46. Lauri Vakeva. "Teaching Popular Music in Finland: What's 
up, What's Ahead?" International Journal of Music Education 24 no. 2 (2006): 129-134. Heidi 
Westerlund , "Garage Rock Band: A Future Model for Developing Musical Expertise?" International 
Journal of Music Education, Showcase, 24, no. 2 (2006): 119-125; 
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processes , autonomy as learners , and ability to work cooperatively in groups together 
with minimal or no instruction from teachers ?94 Her findings led her to hypothesize that 
the learning practices of popular musicians might be used in music classrooms in the 
United Kingdom to enhance motivation, expand musical skills , broaden students' 
appreciation of different musical styles , and reach more students of varying backgrounds 
and abilities whose needs might not have been previously addressed in formal music 
education environments.295 Green's research became one of three major "pathfinder" 
projects in the music education program in England known as Musical Futures, an 
entrepreneurial approach to teaching and learning that incorporates elements of creativity , 
risk taking, value creation, transformation , and problem posing and problem solving, that 
offers potential ways forward for transforming music teacher preparation programs in 
order to positively impact public school music education in the United States. 
In 2003, the Paul Hamlyn Foundation, an independent grant-making foundation in 
the United Kingdom, funded Musical Futures as an initiative to "find new and 
imaginative ways of engaging all young people, aged eleven to eighteen, in meaningful 
musical activities."296 In the English education system, music is a statutory part of the 
curriculum through year nine (ages thirteen and fourteen) when music education in 
294 Green, Music, Informal Learning and the School, 2 . It is notable that Green' s project also 
included a component of informal learning as applied to classical music (see pages 149-180). 
295 Ibid ., 4. 
296 Abigail D'Amore , ed. , Musical Futures: An Approach to Teaching and Learning, Resource 
Pack: 2"d Edition (London: Paul Hamlyn Foundation, 2009), 10. 
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school becomes optional ?97 At the time that Musical Futures was beginning, students 
between the ages of eleven to fourteen were losing interest in school music298 and only 
about eight percent of English secondary school students chose to participate in optional 
school instrumental music education beyond the age of fourteen,299 while many more 
were choosing to participate in non-formal and informal musical activities outside of 
school ?00 Reports showed that lower secondary school music education in England was 
"unimaginative, out of touch with pupil's interests and unsuccessful."301 Essentially, 
students perceived a lack of value and relevance in the school music offerings and 
approaches that were unresponsive to their musical needs and interests. 
The administrators and teachers involved in Musical Futures set out to change 
thinking about music-making in schools and to incorporate informal and non-formal 
teaching and learning approaches into schools?02 Three terms are used to describe music 
learning contexts within and beyond school: 
297 In some schools music becomes optional after year eight. 
298 Abigail D'Amore , ed., Musical Futures: An Approach to Teaching and Learning , Resource 
Pack: 2"d Edition (London: Paul Hamlyn Foundation, 2009), 12. 
299 David Price, Musical Futures: An Emerging Vision Shaping Music Education (London: Paul 
Hamlyn Foundation, 2005), 8. 
300 Ibid., 9. 
301 David Hargreaves, (in press). Intercultural perspectives on formal and informal music learning. 
Dedica: Revista de Educa~ao e Humanidades, 
http:/ I dial net. unirio ja.es/serv let/ dcfichero _articulo ?codigo=3625159. 
302 D'Amore, ed., Musical Futures: An Approach to Teaching and Learning, Resource Pack: 2"d 
Edition, 9. 
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• Formal-organized through statutory provision and taught by adults-schools, 
colleges, music services303 
• Non-formal-activities that take place outside the formal settings, for example, 
youth and community contexts; these are usually supervised by adult 
professionals or volunteers. 
• Informal-activities that young people organize and lead themselves without 
supervision304 
Musical Futures was founded on the belief that in order for young people to become 
engaged in active music making, the relevancy of the music learning must be apparent, 
and their own interests and passion for music must be acknowledged and built-upon in 
the classroom.305 The stated aims of the program include discovering the factors that 
affect young people's commitment to and engagement with music, whether through 
listening, composing, or performing; developing approaches to meet the diverse musical 
needs of young people with regard to enhancing their music making experiences; 
transferring those approaches into models that can support a music education strategy that 
can be adopted throughout England; and supporting both teachers and students in 
developing the most appropriate methods of mentoring, or guiding, the development of 
303 In the United Kingdom , "music services" provide specialist instrumental and vocal lessons to 
students in state primary and secondary schools, and these employees travel between various schools each 
day to provide weekly music lessons. Music services are typically part of county council or metropolitan 
borough education departments known as Local Education Authorities (LEAs) and also frequently provide 
additional musical opportunities beyond the school setting. David Baker, "Music Service Teachers' Life 
Histories in the United Kingdom with Implications for Practice," International Journal of Music Education 
23,no. 3(2005):263 . 
304 David Price, Musical Futures: An Emerging Vision Shaping Music Education (London: Paul 
Hamlyn Foundation, 2005), 7. 
305 D'Amore, ed., Musical Futures: An Approach to Teaching and Learning, Resource Pack: 2"d 
Edition, 9. 
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the preferences and skills of young people?06 The three "pathfinder" projects that 
anchored the program were "Informal Learning in the Music Classroom," developed by 
Lucy Green and Hertfordshire Music Service, "The Whole Curriculum Approach," 
developed by Nottingham City Music Service, and "The Extra-Curricular Approach" 
developed by Education Leeds Artforms?07 The program started with just under 60 
schools in 2003 and had expanded to more than 1,500 schools across England by 2011 _3°8 
Musical Futures stands as a model of successful entrepreneurship and entrepreneurial 
thinking in both school music and music teacher preparation because it prioritizes value 
creation for students through music education and because the program uses 
transformation, creativity, risk taking, and problem solving to reach an ever-expanding 
clientele of music students and music educators. 
Musical Futures focuses on innovation through five fundamental actions: 
(1) transforming musical leadership, (2) personalizing music learning, (3) organizing 
musical routes (marketing, funding, and coordinating the opportunities available for 
young musicians), (4) redefining music training (music teacher education), and (5) 
306 Susan Hallam, Andrea Creech, Clare Sandford, Tiija Rinta, Katherine Shave, Survey of Musical 
Futures: A Report from Institute of Education, University of London for the Paul Hamlyn Foundation 
(2008), 9 , http://eprints.ioe .ac.uk/2301/ (accessed February 20, 2011). 
307 Detailed description of the particular differences between these programs may be found at 
"Musical Futures Pathfinders and Research and Development Partners," 
http:/ I docs .googl e .com/v iewer?a=v &q=cache: M72 v x3 mB jj sJ: www .musicalfutures .org .uk/medialresources/ 
m usicalfutures_l i v e/ documents/ custom page/ 119727 /Pathfinders% 25 20and% 25 20R_and_D% 25 20partners . 
doc+lucy+green&hl=en&gl=us&pid=bl&srcid=ADG EESisM2xp V eBs-
LOENVs6cE9M_clwMqupFrTVNEK9DMQc1yPZFJZvF-F-
zM6BD52skCScAqFCMoL9J v lP8FTfn_mBo YKV qtk U rbBTw Me WW AgldObXZpOS-
Ba_20qJu8P5bOMiOlif&sig=AHIEtbSUDozPA8KYqJRZaTXpGnZvFj_mDg. 
308 Robin Heyworth, "Musical Futures: An Interview with Abigail D'Amore ," DV Magazine, June 
14, 2011, http://magazine.dv247 .corn/2011106/14/musical-futures-an-interview-with-abigail-damore/. 
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supporting young musicians through the use of information and communication 
technologies. Each of these has particular relevance to the concept of entrepreneurship in 
music education, and each is described in detail below with analysis of what components 
characterize it as entrepreneurial. 
Innovation: Five Fundamental Actions 
Transforming Music Leadership 
As described in chapter 2, transformation, of individuals, of systems, of 
paradigms, and of society, is an important feature of entrepreneurship. In order to 
successfully engage students in music making, Musical Futures participants have found 
that flexible interactions between teachers and students are needed. This indicates a 
transformation, a change away from the teacher (donor)-student (recipient) model (what 
Freire describes as the banking modee09) to more informal and personalized forms of 
music teaching and learning. In order to do this, a variety of learning strategies are used, 
many of which find parallels in the entrepreneurship education criteria described by 
Rabbior.310 For instance, Musical Futures emphasizes large-group and small group 
ensemble playing with no barrier to entry. Everyone, at any skill level, is included. The 
music education model El Sistema, described in chapter 5, also operates in this way. 
Similar to El Sistema's initial stages of music teaching, Musical Futures focuses upon 
aural/oral forms of learning, rather than relying on notational music literacy, in 
309 Paulo Freire , Pedagogy of the Oppressed. 30'h Anniversary ed. New York: Continuum, 
2002 . 
310 These criteria can be found in chapter 3, beginning on page 123 . 
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developing general musicianship skills and working to include students in music making 
from the first encounter. Peer coaching and apprenticeship are important models of 
learning in Musical Futures. Additionally, the music teacher as facilitator becomes open 
to new perspectives through investigating student interests and needs and encouraging 
young people to be leaders and teachers in their area of expertise. For example, in certain 
genres, or in certain forms of music technology with which the teacher may not have 
experience, students become the experts , and both teacher and student are learning 
alongside each other, something that resonates with the principles of critical pedagogy .311 
Musical Futures includes a predominance of musical practice where students are "doing" 
rather than "learning about," through playing instruments, singing, improvising, 
composing, and using student-derived, rather than teacher-prescribed materials. 
There are important similarities here between teachers' work in non-formal 
learning in Musical Futures and what Lee Higgins describes as community music practice 
or a "group of practitioners actively committed to encouraging people's music making 
and doing."312 An important difference between community musicians or community 
music leaders and school music educators is that community musicians are most often 
working outside of a set curriculum whereas other music educators are often obliged to 
follow a certain curriculum?13 Indeed, leaders of Musical Futures emphasize the 
311 Frank Abrahams , "Critical Pedagogy for Music Education: 
A Best Practice to Prepare Future Music Educators," http://users.rider.edu/~vrme/v7nllvision/ 
Abrahams%20-%20CPME%20Best%20Practi.pdf (accessed July 8 , 2011). 
3 12 Lee Higgins, "The Impossible Future" Action, Criticism, and Theory for Music Education 6, 
no.3 (2007), 77, http: //act.maydaygroup.org/articles/Higgins6_3.pdf. 
313 John Finney, "John Paynter, Music Education and the Creativity of Coincidence," British 
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"workshop style of good community music practice," as being an important component 
of the non-formal music learning projects of Musical Futures?14 The "workshop" has 
been described by Higgins as an aspect of community music practice that emphasizes 
collaborative music making within a space that enables creativity, experimentation, 
exploration, spontaneity, democratic participation, and cooperation.315 Musical Futures 
project leader, David Price, who himself has a background as a community musician316 
describes certain qualities and skills that are required of community musicians, and many 
of them mirror the types of qualities and skills that are needed of entrepreneurial music 
educators317 who are working to meet the needs and musical interests of their students.lt 
is important to acknowledge that through entrepreneurial thinking and acting, music 
teachers, operating within a vocational role, also, through pedagogical means, help their 
own students think and act entrepreneurially. For example, Price cites communication 
and interpersonal skills, social and political awareness, administrative and organizational 
skills, and "animatory" skills, which he describes as the ability to "enthuse others, to 
develop interests, and to encourage participation rather than passive appreciation, to 
Journal of Music Education 28, no.l , (2011): 21; Lee Higgins , "The Impossible Future" Action, Criticism, 
and Theory for Music Education 6, no.3 (2007), 77, http://act.maydaygroup.org/articles/Higgins6_3 .pdf. 
3 14 Robin Heyworth, "Musical Futures: An Interview with Abigail D'Amore," DV Magazine, June 
14, 2011, http://magazine .dv247 .com/2011106/14/musical-futures-an-interview-with-abigail-damore/. 
3 15 Lee Higgins, Community Music: In Theory and in Practice. New York: Oxford University 
Press , 2012 . 
3 16 David Price , "A View from the Workshop Floor: What Skills and Qualities are Demanded of 
Today's Community Music Workers and How Can They Best Be Taught?" International Journal of 
Community Music 3, no.3 (20 1 0): 331. First published in The Community Musician: Training a New 
Professional, ed . John Drummond (Oslo, Norway: International Society for Music Education, 1991). 
3 17 It might be said that these are qualities found in any skilled music educator. 
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uncover undiscovered (to the participants) forms of music and to enable access to playing 
music from many cultures."318 Price also explains the importance of facilitation skills: 
I believe that facilitation not only involves the passing of skills from professional 
to participant but requires the professional to be the 'invisible hand' that allows 
the sharing of skills among the participants. It is also the ability to accommodate 
and incorporate wide-ranging levels of skills without patronizing. It is harnessing 
collective energy and creativity to enable participants to make their own musical 
statements. It is about stretching and surpassing expectations, realizing projects in 
which the creators can take real pride in the quality of the product and enjoy the 
processes, which led to the finished article (the two are not mutually exclusive!)3 19 
These descriptions of processes of community music and non-formal music learning 
practices reflect particular themes related to entrepreneurship including creativity, 
exploration, the relationship of learners' interests and needs to the relevance and the 
perception of the value of an endeavor, active democratic participation, and the role of 
the individual, as well as transformation in how music educators work within a classroom 
to facilitate, rather than to outright direct, student learning. This also indicates risk taking 
on the part of both the student and the teacher who, in informal learning contexts, must be 
willing to try new practices and work in roles that may sometimes be unfamiliar, 
sometimes with the student actually guiding the teacher.320 Greater student voice and 
choice in the context of the music classroom might feel threatening or uncomfortable for 
both teachers and students who are used to more traditional approaches. Post-secondary 
music teacher preparation programs might benefit from a study of such practices in an 
effort to expand music education majors' perspective on potential roles and goals in 
318 Price, "A View from the Workshop Aoor ," 333. 
319 Ibid., 332-333 . 
320 This might be seen in cases where students are more familiar with music technology than their 
teachers are, for example, or where students are hesitant to try or commit to more self-directed learning. 
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music teaching and learning. 
Personalizing Music Learning 
Personalization of the music learning process is considered in Musical Futures to 
be a key motivational factor that contributes to students' sustained and prolonged 
participation in music. Price observes: 
Personalization may be a relatively new concept in education but there are many 
examples of it in the retail industry-from Amazon.com to iTunes. 
Telecommunications companies have long understood the need to respond to 
young consumers' desire to 'customize' their products (think of ringtones and 
fascias for mobile phones), and they have developed a sophisticated dialogue with 
young people in order to personalize their services, so it is no surprise that young 
people increasingly expect such responsiveness from other services, including 
education?21 
Innovative, entrepreneurial enterprises such as Amazon, iTunes, Netflix, Google, and 
Facebook capitalize on the value personalization can provide for their customers and 
users. As Musical Futures has shown, innovative, entrepreneurial educational practices 
that embrace the power of personalization may also provide significant value for students 
in music teaching and learning. There are four "capacities" of personalization that have 
been found in effective practice by various Musical Future partners. These are the 
capacities to encourage independent learning to lessen the reliance on 'the lesson', to 
increase student voice and to enable students to be co-designers and co-managers of their 
learning, to increase student choice in where, when, and with whom learning happens, 
and to assess learning in all three sectors (formal, non-formal and informal). Co-
constructing the curriculum with students features prominently in the Musical Futures 
32 1 David Price , Musical Futures: An Emerging Vision Shaping Music Education (London: Paul 
Hamlyn Foundation , 2005), 10. 
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approach-student voice and choice are at the center of all projects. Thus, there is no 
"typical" Musical Futures project.322 Within the context of music education, Foster 
McMurray's description of the theory of instrumentalism, considered to be an essential 
aspect of Dewey's pragmatism,323 seems to be implicit in the personalization of Musical 
Futures approaches: "the instrumentalist idea is to engage pupils in musical activities 
which accord with their enjoyment and their purposes. When, in pursuing musical goals, 
they can find any bit of musical knowledge a helpful resource, then [teachers/facilitators] 
make it available as part of the means by which [students] reach their own rather than 
their teacher's goals."324 Responding to the needs and interests of particular constituents 
involved in any specific situation, and focusing on personalizing the experience, Musical 
Futures also embodies an entrepreneurial approach to music education practice that is 
creating personal value for the people involved with it as students and teachers, as shown 
by the increased numbers of students who are choosing to become or stay involved with 
school music beyond the years where school music is part of compulsory education. 
Organizing Musical Routes 
In order to sustain the provision of diverse and enriching musical opportunities 
currently available to young people in the United Kingdom, Price emphasizes that there 
must be a coordinated and effective effort on the part of providers to make students and 
322 Abigail D'Amore, ed., Musical Futures: An Approach to Teaching and Learning, Resource 
Pack: 2"d Edition (London: Paul Hamlyn Foundation , 2009), 30. 
323 John Dewey , "The Development of American Pragmatism," The Essential Dewey: Volume/: 
Pragmatism, Education, Democracy, (Bloomington: Indiana University Press , 1998), 
324 Foster McMurray, "A Pragmatic Approach to Certain Aspects of Music Education," Journal of 
Research in Music Education , 4, no.2 (1956): 108 . 
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their parents aware of what opportunities exist, to fund them, and to continue 
coordinating and advocating for such opportunities. He points to the need for a "more 
customer-focused relationship" with potential participants, and acknowledges that more 
research needs to be conducted about how to best market musical opportunities to people 
in both the formal and non-formal sectors. The formation of "regional music education 
partnerships" is also suggested, in Musical Futures pamphlets, as a way to streamline 
funding for music projects and to distill the messages that are being projected to the 
public about what opportunities are available and what new projects might be developed 
based on the aspirations and needs of learners.325 The idea of marketing to "customers," 
belies the entrepreneurial orientation of Musical Futures, yet the initiative, while 
concerned about efficient usage of resources, is primarily aimed at creating educational 
value, not financial gain in the traditional business sense of entrepreneurship. 
Redefining Music Training (or Redefining Music Teacher Education) 
The challenges involved in implementing the Musical Futures model strongly 
suggest a rethinking of several traditional approaches to initial teacher education. These 
include (1) enabling learning through aural/oral skills, as well as more traditional 
methods of reading and writing music, (2) developing creativity as well as performing 
skills, (3) competence on a range of instruments, rather than a single specialism, (4) 
introducing more diverse, less didactic, teaching strategies compared with traditional 
instructional models, and (5) project management skills, including working in differing 
325 Price, Musical Futures: An Emerging Vision Shaping Music Education, 13-14. 
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social contexts?26 Musical Futures runs frequent training sessions for Continued 
Professional Development (CPD) for teachers who are interested in incorporating the 
approaches in their music classrooms .327 
Providing teachers with experience working in differing social contexts and 
learning project management skills has been creatively addressed in the "Musicians in 
Education" post-graduate program, launched in 2005 by the University of Greenwich and 
Trinity College of Music in London. In addition to teaching in schools, music education 
students are placed in 'alternative' settings such as youth and community work, outreach, 
work with youth offenders, and studio teaching?28 This program has been described as 
giving music teachers "an holistic and arguably more inclusive view of music education" 
than more traditional teacher preparation programs?29 The program bears certain 
similarities to intellectual entrepreneurship and the "Music-In-Education" program at 
New England Conservatory described in chapter 6 in that students gain teaching 
experience in settings and situations other than the traditional classroom. In England, 
these include musician-in-residence programs, orchestra education outreach projects, 
hospital music and arts projects, and music learning sessions for so-called "gifted and 
326 Ibid ., 14. 
327 
"Training ," http://www .musicalfutures .org .uk/training (accessed August 15, 2011). 
328 
"University of Greenwich PGCE Musicians In Education: At a Glance ," Teaching Outside the 
Classroom: Placements for Trainee Teachers in Settings Other Than Schools , 
http://www .teachi ngoutsidetheclassroom .com/ case-studies/university -of-greenwich-p gee-musicians-in-
education (accessed August 15, 2011) . 
329 
"PGCE Secondary Musicians in Education at the University of Greenwich," August 8, 2008, 
http://www .musicleader .net/news_ details .asp?N ewsiD=686. 
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talented" students.330 Expansion of music education opportunities through analysis of 
market opportunities is a clear example of entrepreneurial thinking and action. 
Supporting Young Musicians 
In order to understand how students wish to become musically engaged, educators 
need to be willing to listen to the needs of both participants in music programs, and non-
participants alike. Viewing music education offerings from less of a supply-side 
perspective and more of a demand-side stance allows greater student voice and choice to 
be a part of the development of a responsive, reflexive program of music teaching and 
learning.331 The ubiquity of musical learning options now available through online and 
interactive technologies on computers, mobile devices, and game consoles offers the 
potential for important new teaching opportunities for music education professionals. As 
a means to interact with a population of learners who prefer to create music "in 
isolation," or who prefer to be musically active "without being 'taught,"' information and 
communication technology can be seen as a frontier for new forms of support and 
mentoring for musical progress for young people.332 Musical Futures is also exploring 
innovations in 'non-musical' forms of intervention such as providing advice, space, 
equipment, and forums for performance and publication of young people's musical 
330 
"University of Greenwich PGCE Musicians In Education: About," Teaching Outside the 
Classroom: Placements for Trainee Teachers in Settings Other Than Schools, 
http://www .teachingoutsidetheclassroom.com/case-studies/university-of-greenwich-pgce-musicians-in-
education (accessed August 15, 2011) . 
331 David Price, "Supporting Young Musicians and Coordinating Musical Pathways," Shaping 
Music Education: An Emerging Vision (London: Paul Hamlyn Foundation, 2006) , 2 . 
332 Price, Musical Futures: An Emerging Vision Shaping Music Education , 16. 
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projects including online venues for feedback from peers?33 Listening to the needs and 
interests of students and helping to design and create music education opportunities based 
on demand-side (student) feedback rather than a supply-side (teacher) perspective is 
another example of Musical Futures' entrepreneurial .orientation. 
Assessment of the Impact of Musical Futures 
The most complete available assessment of the impact of Musical Futures in 
England is in a reporf34 by the Institute of Education (IOE), University of London 
commissioned by the Paul Hamlyn Foundation. The report states that Musical Futures is 
meeting its aims and suggests that particular types of value have been created for 
participants who participated in the model. For example, from a study of 6 Musical 
Futures schools, 28 music teachers, 297 non-music staff and 677 students, the initial 
research findings indicate that use of the program resulted in: 
• increased student motivation for, and enjoyment of, school music 
• engagement of all students in music participation 
• increased student confidence in music making , and enhanced self-esteem 
• greater student leadership skills and musicianship skills 
• development of independent learning skills and improvement in performance skills 
• improvement of student behavior, focus and attendance 
333 Ibid ., 17. 
334 The full report can be found here: Susan Hallam, Andrea Creech, Clare Sandford, Tiija Rinta, 
Katherine Shave, Survey of Musical Futures: A Report from Institute of Education , University of London 
for the Paul Hamlyn Foundation , http: //eprints.ioe.ac.uk/2301 / (2008). 
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• increased numbers of students who elect to continue in music beyond years in which 
music is offered as a compulsory subject, and greater student achievement for students 
aged 11-14 for whom music is a required subject and toward whom initial Musical 
Futures projects were aimed. 
• positive and sustainable impact on teachers' practice, resulting in greater teacher job 
satisfaction in the use of 'next practice' approaches.335 
The recent expansion of Musical Futures to ten government schools in Australia is 
resulting in a similarly positive effect on teachers and students. Initial reports mirror the 
findings about the impact of the program in England?36 Other notable international 
organizations adopting Musical Futures strategies include the University of Brasilia and 
the Open University of Brazil,337 and in the United States, "Little Kids Rock,'m8 and the 
Informal Learning Project at the Westminster Choir College of Rider University, New 
Jersey .339 The lessons learned through the Musical Futures project are also now being 
335 Abigail D'Amore, ed., Musical Futures: An Approach to Teaching and Learning , Resource 
Pack: 2"d Edition (London: Paul Hamlyn Foundation, 2009), 13; David Price, From Vision to Practice: 
Musical Futures, A Summary of Key Findings, (London: Paul Hamlyn Foundation 2007): 24-25 . 
336 A full report of the program's initial impact in Australia can be found in Nerryl Jeanneret, 
Rebecca McLennan, and Jennifer Stevens-Ballenger, "Musical Futures: An Australian Perspective," 
Melbourne Graduate School of Education Report, February 2011 , 
http://www .musi calfutures .org. uklmedialresources/m usicalfutures_li v e/ documents/resource/27 551 /MFRep 
ort%20Final.pdf. 
337 International Music Education Research Center, Case Study on the Impact of JOE Research: 
Music Education, (London: Institute of Education, 2011) , 7, accessed July 5, 2011, 
http://www.ioe.ac .uk!Research_Expertise/IOE_RD_A4_ME_final_d.pdf. 
338 www.littlekidsrock.org. Little Kids Rock is a nationwide program in the United States that 
provides free instruments and music classes for K-12 schools who have lost funding for music programs . 
The program prepares teachers (any full-time public school teacher, not necessarily a music-certified 
teacher) to teach popular music to elementary and secondary school teachers. 
339 Frank Abrahams, "Our Research: Applying Informal Music Learning Strategies in High School 
Choral and Instrumental Ensembles: A Collaborative Research Project," 
http://www .rider .edu/wcc/academics/center-critical-pedagogy/our-research (accessed July 15, 2011). 
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tested in cross-curricular school-wide settings throughout England in a program called 
"Learning Futures."340 
Concerns about Musical Futures and Informal Music Learning 
Despite the seemingly positive results stemming from Musical Futures, the 
program, and the informal and non-formal music learning practices upon which it is 
based, does have its critics. The IOE study of Musical Futures revealed some important 
concerns and questions about the overall effectiveness of the program and the challenges 
that need to be addressed. The report indicated that some teachers felt that Musical 
Futures gave the students too much freedom and that there were potential problems with 
students not acquiring the necessary musical knowledge to pursue formal schooling in 
music. Teachers reported challenges with finding the working space necessary to 
accommodate the students' small-group projects, as well as issues related to finances and 
purchasing instruments and equipment to support the program. Some teachers also 
reported difficulty using Musical Futures with students who were in "low ability groups" 
or who had behavioral difficulties. From a student perspective, researchers noted that 
students who played instruments outside of school benefitted from and seemed to enjoy 
Musical Futures more than students who did not have prior instrumental experience.341 
340 Learning Futures, http://www.learningfutures.org. 
341 Susan Hallam, Andrea Creech , Clare Sandford, Tiija Rinta , Katherine Shave, Survey of Musical 
Futures: A Report from Institute of Education, University of London for the Paul Hamlyn Foundation 
(2008), 7-8. 
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Some music education scholars have raised additional questions about the benefits 
and challenges of such an approach to music education. For example, Jonathan Savage, in 
critiquing Musical Futures, has particular concerns about the implications for music 
teacher preparation, or Initial Teacher Education (ITE)?42 He mentions the need for 
teachers to acquire a very broad subject knowledge in order to be able to challenge and 
accommodate students in a largely self-directed classroom where students' interests and 
needs are the base of the curriculum?43 He is concerned about curriculum coherence and 
"long-term planning" where Musical Futures teachers were noted to have been picking 
and choosing pieces of the initiative that they felt met their (or their students') needs .344 
Other scholars beyond the United Kingdom have levied additional concerns about the 
informal music learning approach so prioritized by Musical Futures. Gena Greher 
suggests that informal music learning has the potential to result in a limited curriculum 
that excludes a variety of realms of music listening and understanding?45 Indeed, Eva 
Georgii-Hemming and Maria Westvall show that this has become true in Sweden, a 
nation that has included popular music as a focus of the school music curriculum for 
342 
"Initial Teacher Education (ITE)" or "Initial Teacher Training (ITT)" are terms used more 
commonly in the United Kingdom than in the United States. 
343 Jonathan Savage, "Survey of Musical Futures: A Report from Institute of Education, University 
of London for the Paul Hamlyn Foundation," Jonathan Savage Blog , February 27,2009, 
http://jsavage.org.uk/?p=341#more-341. This echoes Patrick Jones ' view that teachers need to be 
generalists rather than specialists . 
344 Ibid. 
345 Gena Greher, "Beyond Lucy Green: Operationalizing Theories of Informal Music Learning 
Panel Presentation: Response to Panel ," 12 (2008) American Educational Research Association 
Conference, New York , NY, http://www-usr.rider.edu/%7Evrme/v 12nl/vision/5%20AERA %20-
%20Greher.pdf (accessed August 15, 2011). 
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more than 40 years and where there has been a significant emphasis on informal music 
learning processes.346 Music learning in Swedish music classrooms has been largely 
focused on a limited range of styles within the genres of pop and rock music to the 
exclusion, largely, of other genres such as Western classical music,jazz, or "world 
musics ."347 The authors express additional concerns about music education in Sweden 
that would seem to seem to have relevance for any music educator considering the value 
and potential of informal music learning as a means of incorporating entrepreneurial 
thinking and action in the classroom: 
• Despite the inclusion of popular music, students still find it limited in 
breadth of genres and old-fashioned. 
• The non-linear and open curriculum that characterizes informal music 
learning can present challenges for assessing (grading) students. 
• Issues of exclusivity/inclusivity still exist, similar to what has been found 
in the Musical Futures approach. Students who play instruments outside of school 
seem to have an advantage and seem to enjoy school music more than those who 
do not play instruments. The authors acknowledge ethnic and socio-economic 
factors that can impact students' experience with the instrument learning aspect of 
informal music learning. 
• Students with dominant personalities can often tend to control the 
content and process of music learning. 
• Little priority is given to musical creativity , composition, or music 
listening ?48 
346 Eva Georgii-Hemming and Maria Westvall , "Music Education-A Personal Matter? 
Examining the Current Discourses of Music Education in Sweden," British Journal of Music Education, 
27, no.l (2010): 27. 
347 Ibid. 
348 Ibid ., 26-29. The authors also observe that including students' music as part of school music is 
not always positively received by the students. They note that for many students, music represents a private 
part of their identity that they may associate with independence and personal integrity and that turning 
private music projects into school projects may not be a welcome process for them. The authors suggest 
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Carol Frierson-Campbell observes that since informal music learning is still a 
relatively new area of research for music education scholars,349 its processes are rarely 
included in music teacher preparation programs?50 Allsup agrees and warns against 
conflating informal learning exclusively with popular music, particularly "Anglo-
American guitar-based music maker[s]" so as not to narrow the musical possibilities 
available to students in the classroom.351 While Green herself asserts that informal music 
learning can be applied to all types of music, it may require focused effort on the part of 
teachers to be sure that a broad range of genres and styles is included in any long-term 
practice of informal music learning. 
Referring to Musical Futures, Allsup expresses concern about what will constitute 
music teacher quality in informal settings: 
The children in Green's Musical Futures project decide the friends they wish to 
study with and the music they wish to learn. They spend most of their time 
copying what they hear from CDs. In Green's curriculum, where professional 
that there should be more of a balance of genres and styles in music learning in school, rather than an 
inordinate emphasis on popular music and informal music learning. 
349 Side! Karlsen notes that a great deal of the research and teaching materials in the area of 
informal learning as applied to popular music in the classroom have been written in Nordic languages and 
have not been widely read by an international audience. "BoomTown Music Education and the Need for 
Authenticity -Informal Learning Put into Practice in Swedish Post-compulsory Music Education," British 
Journal of Music Education 17, no. 1 (2010): 35 nl. 
350 Carol Frierson-Campbell, "Beyond Lucy Green: Operationalizing Theories of Informal Music 
Learning: Editorial," 12 (September 2008), American Educational Research Association Conference 2008, 
http://users .rider .edu/~vrme/v 12n 1/v ision/ED ITORIAL.V ol ume%20 12%20-%20Green .pdf (accessed 
August 15, 2011). 
351 Randall Allsup "Creating an Educational Framework for Popular Music in Public Schools: 
Anticipating the Second-Wave" Special Edition- Beyond Lucy Green: Operationalizing Theories of 
Informal Music Learning Panel Presentation, 12 (September 2008), American Educational Research 
Association Conference 2008, http://users.rider.edu/~vrme/v 12n1/vision/1 %20AERA %20-%20Allsup.pdf 
(accessed August 15 , 2011). 
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educators are prohibited from setting explicit educational targets and learning 
objectives, even a friendly critic is left wondering just how a music educator is 
trained in informalist teaching, to what uses are put a teacher ' s content expertise, 
and the degree to which an acquaintance with instructional theory is even 
necessary ?52 
Like Greber, Allsup worries that informal learning will result in a limited musical 
experience for students. He refers to Dewey who viewed informal learning as "spirited 
and natural but worried its gains were too random, and its outcomes too narrow ."353 This 
concern, on the part of American music education scholars, for the randomness of 
learning is highlighted by Carlos Rodriguez's observation that music educators tend to 
believe that "they can control and maximize learning, two responsibilities that 
characterize the American educational system,"354 However, as one component in an 
entrepreneurial approach to school music teaching, informal learning potentially offers 
value to students who may not have been previously engaged by traditional music 
teaching approaches.355 In informal music learning, the teacher's role is to facilitate, not 
to explicitly control learning, and this approach is not widely understood or employed by 
most music teacher educators in the United States, as evidenced by the persistent formal 
music teaching and learning structure that exists in most post-secondary music teacher 
352 Ibid. 
353 Ibid. 
354 Carlos Rodriguez , "Informal Learning in Music: Emerging Roles of Teachers and Students ," 
Action, Criticism, and Theory for Music Education 8, no. 2 (2009): 38 , 
http://act.maydaygroup.org/articles/Rodriguez8_2.pdf. 
355 Even students who have found value in traditional methods of music teaching and learning 
may find added value in informal approaches . 
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preparation programs?56 As an entrepreneurial approach to music teaching and learning, 
one that embraces risk taking, creativity, value creation, problem solving, and 
transformation, informal music learning within school structures, both pre-K-12 and post-
secondary, is one important component of music education that needs to be considered, 
and perhaps embraced, by music teacher preparation programs. 
Rodriguez notes that the individualization involved in informal music learning has 
not been a typical goal of traditional music instruction but that perhaps it should be. The 
language used to describe informal learning is reflective of entrepreneurial thinking and 
acting: 
[f]eachers must make a substantial shift in informal learning, such that they must 
become experts in helping students make things happen for themselves. Even if 
this scenario of music teachers and students interacting as co-teachers and co-
learners is the hallmark of critical pedagogy (Abrahams 2005), it does drastically 
redefine what it means to prepare music teachers.357 
His beliefs about how to best address changes implied by the incorporation of informal 
music learning echo certain approaches to entrepreneurship education regarding how 
teachers might learn to encourage and support students in their self-directed, 
individualized learning. He states that teachers need "concise recommendations on how 
to provide freedom and direction while remaining compassionate and resourceful leaders, 
356 Shari Jaffurs , "Developing musicality: Formal and informal practices," Action, Criticism, and 
Theory for Music Education. 3, no . 3 (December 2004), 17, http://act.maydaygroup.org/ 
articles/Jaffurs3_3 .pdf. 
357 Carlos Rodriguez, "Informal Learning in Music: Emerging Roles of Teachers and Students," 
Action, Criticism, and Theory for Music Education 8, no. 2 (2009): 39 , 
http://act.maydaygroup.org/articles/Rodriguez8_2.pdf. 
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even as longstanding rules for teaching are replaced with newer, mostly untested ones."358 
John Finney, Chris Philpott, Di Brady, and John Parsons359 emphasize the importance of 
the approaches used in Musical Futures to be experienced in music teacher education 
programs, not simply "learned about": 
In a desire to disseminate the project and make an impact there is the danger that 
the professional development offered for ILP [informal learning processes] 
subverts the very process it aims to promote. This has the potential to commodify 
Musical Futures as a curriculum and pedagogical formula where the informal 
becomes formalized. It is argued here that the meta-pedagogy of informal learning 
needs to be appropriated and owned by prospective music teachers just as the 
principles of informal pedagogy expect the appropriation and ownership of 
musical knowledge by pupils. In parallel to the informal learning of pupils, 
learning for music teachers is most effective when it is 'lived' as opposed to being 
'downloaded. '360 
A similar warning exists for entrepreneurship education in post-secondary music 
teacher preparation programs. Music education students will need to experience what it 
means to be entrepreneurial, to take risks, create measurable value, solve problems, 
contribute to transformation, and use creativity, rather than just learning about the 
principles of entrepreneurship. Those who work as music teacher educators might 
358 Ibid ., 44. 
359 See for example John Finney and Chris Philpott, "Informal Learning and Meta-pedagogy in 
Initial Teacher Education in England," British Journal of Music Education 27, no.1 (2010): 7-19; and 
comments by John Parsons, Di Brady, and Chris Philpott in "Musical Futures and Initial Teacher 
Education: A Discussion Session," http://www .google.com/#sclient=psy&hl=en&site=&source=hp&q= 
Musical+ Futures+and+lnitial+ Teacher+ Education %3A +A+ Discussion+Session&pbx= 1 &oq=M usical + Fut 
ures+and+lnitial+Teacher+Education:+A+Discussion+Session&aq=f&aqi=&aql=&gs_sm=e&gs_upl=127 
11127110116081111101010101320132013-11110&bav=on .2 ,or .r_gc.r_pw .&fp=c2fc744371 04954f&biw= 
1436&bih=784. 
360 John Finney and Chris Philpott, "Informal Learning and Meta-pedagogy in Initial Teacher 
Education in England," British Journal of Music Education 27, no.1 (2010): 11. 
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consider the potential value of including informal music learning approaches in the 
curriculum for music education majors. As means to learn facilitation skills, to be 
adaptable and flexible to students' needs, to encourage creative process and products, and 
to explore democratic learning environments, informal music learning approaches in 
music teacher preparation courses could potentially also help develop in pre-service 
music teachers the skills of entrepreneurial thinking and action that might lead to 
positive, and as-yet-unseen forms of value for them and for their future students?61 
Summary 
The opportunities and approaches offered by Musical Futures stand as options for 
the potential value creation in music teaching and learning practices for all ages?62 It is 
significant to note that Musical Futures encompasses and exemplifies at least two 
important themes related to the premise of entrepreneurship in music teacher preparation: 
(1) that there is promise in preparing music teachers to think innovatively and flexibly 
about how to use their pedagogical and musical skills in music education contexts within 
and beyond the school setting, and (2) that encouraging students to think and act in ways 
that allow them to attain value from their music education has benefits for students, 
36 1 For examples of experiments, risk taking, problem solving, creativity, value creation and 
transformation through informal music learning within one particular American music teacher preparation 
course, see Sharon Davis and Deborah Blair, "Popular Music in American Teacher Education: A Glimpse 
into a Secondary Methods Course," International Journal of Music Education 29 no. 2, (2011): 124-140. 
362 For a detailed discussion considering the meanings of teaching and learning within formal and 
informal contexts see: Goran Folkestad, "Formal and Informal Learning Situations or Practices vs. Formal 
and Informal Ways of Learning," British Journal of Music Education 23, no. 2 (2006): 135-145. 
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teachers, and communities beyond the music classroom. Although the term 
"entrepreneurship" is not explicitly mentioned in documents about Musical Futures, the 
concepts associated with entrepreneurship, entrepreneurial thinking, and an 
entrepreneurial mindset are clear in the commitment that Musical Futures has to 
innovation and transformation in music education practices, and risk taking in using 
unconventional approaches to create value for young musicians and their teachers. 
Despite the concerns associated with embracing non-formal and informal music learning 
processes within schools, I propose that, as outlined above, an orientation toward 
entrepreneurial thinking and action is compatible with many of the approaches and 
benefits of informal music learning as evidenced by Musical Futures. As a model of a 
value-creating entrepreneurial approach to music education, Musical Futures is worthy of 
consideration for how its approaches might be used to positively impact American music 
teacher preparation programs and, by extension, the schools and communities served by 
them. 
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Chapter 5 
Entrepreneurial Music Teacher Preparation: The Sistema Fellows Program 
Introduction 
In this chapter I investigate an entrepreneurial music teacher preparation program 
housed at New England Conservatory, in Boston, Massachusetts, known as The Sistema 
Fellows Program. This program is an extension and expansion of the Venezuelan national 
music education system of youth orchestras commonly known as El Sistema?63 The 
Sistema Fellows Program, originally called the Abreu Fellows Program, after Jose 
Antonio Abreu, the founder of El Sistema, is aimed at developing fifty364 
entrepreneurially minded music education leaders who will create new music education 
programs in communities throughout the United States. The chapter begins with an 
historical overview of El Sistema in Venezuela and its role as both a social program and a 
music education program. This is followed by a discussion of the criticisms El Sistema 
faces as it expands into the United States, along with a detailed look at the Sistema 
Fellows Program, its curriculum, including a discussion of the concepts "training" and 
"education" and the experiences and opinions of some of the program graduates of the 
past two years. Different aspects of entrepreneurship such as risk taking, creativity 
development, value creation, problem posing and problem solving, opportunity 
363 The official name is Fundaci6n del Estado para el Sistema Nacional de las Orquestas 
Juveniles e Jnfantiles de Venezuela , (Fesnojiv) or Venezuelan State Foundation for the National System of 
Youth and Children's Orchestras. 
364 Ten students per year for five consecutive years from 2009-10 through 2014-2015. 
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recognition and development, and transformation are brought into focus and held up 
against the backdrop of current music teacher preparation models. The chapter ends with 
a consideration of aspects of the program as a model for transformation within post-
secondary music teacher education. 
El Sistema 
Historical Overview 
In 1975, Venezuelan pianist and economist Dr. Jose Antonio Abreu assembled 
eleven young musicians in Caracas, Venezuela as a first effort at developing an orchestra 
comprised entirely of young Venezuelan musicians?65 Professional orchestras in 
Venezuela at that time were based on European models and employed mostly European 
players, but Abreu believed that Venezuela needed an orchestra that was made up of 
Venezuelan musicians?66 The players who took part in the first orchestra, who were 
"nearly professional musicians,"367 began recruiting other musicians, often less 
experienced, who were then incorporated into the orchestra setting and taught and 
coached by their peers. Diana Hollinger describes the educational process as a method of 
"teaching over the orchestra parts" which means that "players learned by playing 
orchestra music nearly immediately, learning to play the instrument at the same time they 
365 Diana Hollinger , "Instrument of Social Reform: A Case Study of the Venezuelan System of 
Youth Orchestras" (DMA diss. , Arizona State University, 2006): 79 . 
366 Ibid. , 80 . 
367 Ibid . 
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learned the parts-mostly by rote-that they would later play in concerts."368 This 
process contrasts significantly with the kind of training, practice, and years of preparation 
many players experience in order to earn a seat playing in a professional orchestra. This 
small orchestra of Venezuelan players led to the formation of the first youth orchestra of 
about fifty musicians between the ages of twelve and eighteen and was known as 
"Orquesta Juvenil."369 The original members of the orchestra, interviewed by Hollinger , 
fondly describe the experience of developing and teaching the new members of the 
orchestra as an exciting time that required them to "sell the idea" to potential members 
and supporters . They describe it as an endeavor that required a great deal of their 
imagination, creative thinking, and organization skills .370 It is notable that the language 
used by those involved in El Sistema frequently bears similarities to language used to 
describe entrepreneurship. This process was replicated in the establishment of youth 
orchestras across Venezuela throughout the 1980s and 1990s until each of the twenty-
three Venezuelan states had its own orchestra.371 
By 1994, Abreu's vision of a national orchestra had grown to be a national system 
of music education supported by the government of Venezuela as "The State Foundation 
for the National System of Youth and Children ' s Orchestras of Venezuela," or 
"Fundaci6n del Estado para el Sistema Narional de Orquestas Juveniles e lnfantiles de 
Venezuela (FESNOJIV)." Commonly known as El Sistema, the program now provides 
368 Ibid., 81. 
369 Ibid. 
370 Ibid. , 81 -82. 
371 Ibid., 84. 
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free tuition yearly to over 350,000 young people from all over the country. Four-fifths of 
the students involved in El Sistema live below the poverty line, that is, in households for 
which the income is less than $2 per day ,372 and many have intellectual or physical 
impairments including Down Syndrome, autism, and visual or hearing impairment.373 No 
one is turned away-all who wish to play can participate and receive lessons free of 
charge. Many of the students begin music lessons as early as age two or three attending 
their local branch of El Sistema called a nucleo for many hours a day, six days a week, 
with most of these students continuing into their teenage years.374 After thirty-six years, 
El Sistema in Venezuela now has more than sixty children's orchestras, nearly two-
hundred youth orchestras, and thirty professional adult orchestras.375 El Sistema is a 
program committed to social development whose mission is "to systematize music 
education and .to promote the collective practice of music through symphony orchestras 
and choruses in order to help children and young people in achieving their full potential 
and acquiring values that favor their growth and have a positive impact on their lives in 
society."376 As a social program,£! Sistema is overseen by Venezuela's Ministry of 
372 Ibid ., 71. 
373 Harry Radcliffe, "El Sistema: Changing Lives Through Music ," February 11 , 2009 , 
http://www .cbsnews .com/stories/2008/04/ 11 /60min utes/main400933 5 _page2 .shtml ?tag=contentMain;conte 
ntBody; Reed Johnson, "Venezuela Is Notable for Its Teamwork," November 23 , 2008, 
http://articles.latimes.com/2008/nov/23/entertainment/ca-venez23. The White Hands Chorus, (Cora de las 
Manos Blancas) , is a choir composed of hearing-impaired young people that performs , using sign language , 
alongside their non-hearing-impaired peers . 
374 El Sistema USA, "Venezuela," http://elsistemausa.org/el-sistema/venezuelal (accessed August 
15, 2011) . 
375 Ibid. 
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Family, Health, and Sports rather than the Ministry of Culture. Hollinger observes that 
because social programs are more popular in Venezuela than cultural and artistic 
programs, it is likely that this positioning has contributed to the success and growth of the 
orchestral system through [seven] different presidential administrations.377 
As one of the world's top social entrepreneurs,378 Abreu himself expresses the 
kinds of value-personal/social , family, and community value-that are created from 
students' participation in El Sistema: 
In the personal/social circle, the children in the orchestras and choirs develop their 
intellectual and emotional side. The music becomes a source for developing the 
dimensions of the human being, thus elevating the spirit and leading [one] to a 
full development of [her or his] personality. So, the emotional and intellectual 
profits are huge: the acquisition of leadership, teaching and training principles; the 
sense of commitment, responsibility, generosity and dedication to others; and the 
individual contribution to achieve great collective goals. All this leads to the 
development of self-esteem and confidence . 379 
It is notable that Abreu refers to the emotional and intellectual profits of the endeavor, an 
acknowledgement of certain types of value that are being created by the program. 
Within the family, the parents' support is unconditional. The child becomes a role 
model for both his parents, and this is very important for a poor child . Once the 
child discovers he is important for his family, he begins to seek new ways of 
improving himself and hopes better for himself and his community. Also , he 
hopes for social and economic improvements for his own family. All this makes 
up a constructive and ascending social dynamic .. . 380 
376 Fundaci6n Simon Bolfvar, "Mission ," http://www .fesnojiv .gob.ve/en/mission-and-vision.html 
(accessed August 15 , 2011) . 
377 Hollinger, "Instrument of Social Reform ," 130. 
378 Bishnu Pariyar and Anthony Ward, "Entrepreneurship: Producing Yunus out of Branson and 
Teresa," http://www .york.ac.uk/enterprise/cetle/docs/papers/Pariyar(2005).pdf, 12 (accessed July 23 , 
2010) . 
379 Jose Abreu, "Watch the Talk: TED Prize Acceptance Speech," TED video 8:41 , posted 
December 2008 , http: //www .ted .com/talks/viewllang/eng/ /id/464. 
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Hollinger notes that in some cases, monetary compensation is given to families to 
help keep their children involved in the program?81 Additionally , a student who is 
selected into a youth or city orchestra will receive a stipend,382 and those accomplished 
young musicians who serve as teachers and coaches for younger students are paid for 
their time.383 In terms of fiscal return to the country, the Inter-American Development 
Bank estimates that for every $1 the Venezuelan government invests in El Sistema , the 
economy of Venezuela is receiving about $1.68 in social dividends including a 
substantial decrease in the school dropout rate and a decline in crime?84 
The people working in El Sistema have nurtured and given agency to more than 
one million students in the past 36 years ?85 Of course, not all of the children involved in 
El Sistema grow up to become professional musicians. Many of them use the skills they 
acquired in the orchestra in other professional pursuits such as medicine , law, business 
380 Jose Abreu , "Watch the Talk: TED Prize Acceptance Speech ," TED video 10:53, posted 
December 2008, http://www .ted .com/talks/view !lang/eng/ /id/464. 
381 Hollinger, "Instrument of Social Change," 146. 
382 El Sistema USA, "Venezuela," http://elsistemausa.org/el-sistema/venezuela/ (accessed January 
5 , 2011) . 
383 Marie Montilla, "Guest Blogger: Marie Montilla NEC Abreu Fellow ' 11" Tony 's Blog June 6 , 
2011, http: //necmusic .wordpress.com/2011/06/07/guest-blogger-marie-montilla-nec-abreu-fellow-11/. 
384 Arthur Lubow, "Conductor of the People," New York Times Online , October 27, 2007, 
http://www .nytimes.com/2007 /10/28/magazine/28dudamel-t.html ?pagewanted=5&_r= 1, 5 . 
385 Ivan Hewett, "The Teresa Carreiio Youth Orchestra Sweep Cynics Aside," The Telegraph , 
October 11, 2010, http://www .telegraph.co .uk/culture/music/classicalmusic/8050907 ffhe-Teresa-Carreno-
y outh-Orchestra-sweep-cynics-aside .html. 
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and many other professions:386 However, the program has contributed to the development 
of several world-renowned musicians including Gustavo Dudamel, music director of the 
Los Angeles Philharmonic, Edicson Ruiz, who became a bassist with the Berlin 
Philharmonic at age 17, Diego Mathuez, recently named resident principal conductor of 
Teatro La Fenice in Venice, as well as the members of the famed internationally touring 
Simon Bolivar Youth Orchestra. Yet the benefits have gone beyond the development of 
highly skilled musicians who are passionate for their art. According to a 1988 study by 
psychologists from the University of the Andes, participants in El Sistema, "who included 
formerly violent delinquents, tended to steer away from crime , drugs and other 
temptations. They also showed marked improvements in academic performances, self-
esteem, leadership qualities and social integration."387 While such potential benefits of 
music education are not unfamiliar to the music education community ,388 what is unique 
about El Sistema's delivery of music education is that it is undeniably a program with 
social aims, as well as one with musical and educational aims. Abreu is clear that social 
goals are reached through artistic means?89 
386 Graciela Briceno, Sistema Fellow, "From the Beginning," Graciela Briceno Abreu Fellow 
Blog , October 11 , 2010, http://www .grasesblumen2.blogspot.com/; William Mogey , "Lifting Lives 
Through Music ," WeStrive.org, February 15,2009, http: //www.westrive .org/node/693. 
387 
"Tuned Up: A Pioneering Youth-Orchestra Scheme Attracts Attention ," August 23, 2007, 
http://www .economist.corn/node/9688043 . 
388 Elliot Eisner, "Educating the Whole Person: Arts in the Curriculum," Music Educators Journal, 
73 (1987): 37-41. Christopher Johnson and Jenny Memmott, "Examination of Relationship between 
Participation in School Music Programs of Differing Quality and Standardized Test Results," Journal of 
Research in Music Education, 54, no. 4 (Winter 2006): 293-307; Ole Lillemyr, "Achievement as a Factor 
in Self-Perception," Norwegian Research Council for Science and the Humanities (1983): 245-248. Annie 
Marshall , "An Analysis of Music Curricula and Its Relationship to the Self-Image of Urban Black Middle-
School Age Children," (Ed.D. Diss., Rutgers The State University of New Jersey, 1977.) 
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Concerns and Critical Voices 
While overall critique of El Sistema in political, cultural, and music education 
arenas is largely (but not entirely) absent,390 with its expansion to the United States, and 
particularly with the appointment of El Sistema protege Gustsavo Dudamel as musical 
director of the Los Angeles Philharmonic in 2009, some critics have begun to raise 
questions about how El Sistema as a model will translate to the growth of new music 
education opportunities in the United States. For example, music critic Greg Sandow is 
concerned that El Sistema does not include a focus on playing new music, nor does it 
teach or encourage young composers?91 Even in Venezuela, there is some criticism, 
although not widespread, about this issue?92 In fact, the El Sistema orchestras do play the 
music of Latin American composers and Venezuelan folk musicians,393 a development 
that has occurred within the last decade of the program, though the orchestras are not 
389 Hollinger, "Instrument of Social Change," 150. 
390 Cathy Benedict and Patrick Schmidt, "El Sistema: Can Music Have a Place in Social Reform?" 
(Presentation for the Society for Ethnomusicology, Education Forum, Mexico City, Mexico, November 
2009) . 
391 Greg Sandow, "EI Sistema-Troubling," Greg Sandow on the Future of Classical Music Blog, 
March 19, 2010 , http://www .artsjournal.com/sandow/20 1 0/03/el_sistema_ --_troubling .html. 
392 Venezuelan composer Emilio Mendoza despairs the fact that the successful orchestral platform 
in Venezuela is largely dedicated to playing the music of foreign, dead composers, with little exception , 
and thus does nothing to encourage Venezuelan composers. Emilio Mendoza, "La Composici6n en 
Venezuela: L,Professi6n en Peligro de Extinci6n?" http://prof.usb.ve/emendozalemilioweb/ 
escritos_temalescritos_frame.html (accessed June 3, 2011) . 
393 El Sistema USA , "Venezuela," http://elsistemausa.org/el-sistema/venezuela/ (accessed January 
5, 2011). 
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specifically oriented toward featuring the music of living Venezuelan composers.394 
Other critics question why classical music, rather than popular music, is used. 
Hollinger believes that in Venezuela, Western art music serves as a symbol of access,395 
for the poorest of children, to the possibilities that can exist for them, such as the 
opportunities that manifested for Dudamel and Ruiz?96 Abreu states that the focus on 
classical music is significant to the success of the program because it becomes 
democratized and no longer "monopolized by the elite."397 Rather, it becomes a "social 
right for all the people."398 Popular music, says Rafael Elster, who runs one of the 
branches of El Sistema in Venezuela, says, would not work. Referring to the students, 
Elster observes, "What they have at home on the radio is popular music all the time. 
Their father, who drinks every day, he get[s] drunk with that music ... So you have to give 
them something different. When they sit in one of these chairs in the orchestra, they think 
they're in another country, in another planet. And they start changing."399 
394 Eric Booth, "Thoughts on Seeing El Sistema," June, 2008, 
http://www .arts .virginia.gov /resources/artworks/EricBoothReadingListl.pdf 
395 This is an example of Bourdieu ' s concept of "cultural capital." See Pierre Bourdieu and Jean-
Claude Passeron, Reproduction in Education, Society, and Culture trans. Richard Nice (London: Sage 
Publications, 1977). 
396 Hollinger, "Instrument of Social Change," 146. 
397 Ibid. 
398 Jose Abreu, "Jose Abreu on Kids Transformed by Music," 
http://www .ted .com/talks/jose_abreu_on_kids_transformed_by_music.html (accessed October 14, 2011). 
399 Harry Radcliffe, "El Sistema: Changing Lives Through Music," February 11,2009, 
http://www .c bsnews .com/ stories/2008/04/ 11 /60min utes/mai n40093 35 _page2 .shtml ?tag=contentMai n ;conte 
ntBody (accessed October 14, 2011). 
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The Sistema Fellows Program 
Each year, the non-profit organization TED,400 which is devoted to disseminating 
"ideas worth spreading,"401 offers a $100,000 prize to an "exceptional individual" in order 
to support her or his "one wish to change the world."402 In 2009, Abreu was awarded the 
TED Prize to support his wish "to create and document a special training program for at 
least fifty gifted young musicians, passionate for their art and for social justice, and 
dedicated to developing El Sistema in the United States and in other countries."403 While 
several programs in many United States cities including Baltimore, Chicago, Los 
Angeles, Pasadena, and San Antonio, have been inspired by the El Sistema model, The 
Sistema Fellows Program, housed at New England Conservatory, was specifically created 
to fulfill Abreu's prize wish. As an entrepreneurial model of post-graduate music teacher 
preparation, the experiential and community-oriented focus of the Sistema Fellows 
Program has several important features that traditional post-secondary music teacher 
preparation programs might consider adopting. For example, the curriculum integrates 
learning through seminars with learning through experiential work at local, national, and 
international levels, with a focus on study in the fields of music education and 
abreu/. 
400 TED is an acronym for "Technology, Entertainment, Design." 
401 www.ted.org. 
402 www .tedprize.org. 
403 Jose Abreu, "Jose Abreu's Wish," TEDPrize , December 2008, http://www.tedprize.org/jose-
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organizational management.404 Whereas the Musical Futures program described in 
chapter 4 employs entrepreneurial thinking and action in pedagogical approaches to 
music teaching and learning, the Sistema Fellows Program specifically focuses upon 
developing social entrepreneurs in music education who design and create brand new 
social, musical, and educational opportunities for underserved (or not served) populations 
through the means of ensemble learning. At the local level, Fellows apply knowledge 
they have gained in seminars to hands-on experience in strategic project planning, 
forming partnerships, fundraising, managing a non-profit organization, and developing 
curriculum.405 At the national level, Fellows participate in a series of short internships 
with El Sistema-inspired programs around the United States, ultimately choosing an 
organization where they will conduct a longer, more focused internship of three weeks 
and form essential connections with national leaders of the El Sistema USA movement. 
The international component of the Fellowship involves participation in a two-month 
residency working in the nucleos throughout Venezuela, meeting with leaders of El 
Sistema, playing in concerts, and teaching students.406 
Curricular Aims 
The Sistema Fellows Program, in addition to including study in early childhood 
methods and approaches such as Kodaly, Dalcroze Eurhythmics, Orff, and Suzuki, also 
404 Erik Holmgren (Education Director of the Sistema Fellows Program) , in discussion with the 
author, August 8, 2011. 
405 Ibid. 
406 Ibid. 
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includes strategies for how to design and create, not simply implement, curricula 
appropriate for local populations of learners. In many post-secondary music teacher 
preparation programs in the United States, curriculum development courses-that is, 
courses where students are encouraged to imagine, create, and refine curriculum for a 
particular group of learners-often seem to be reserved for solely for graduate music 
education students. By also focusing on the organizational, development, and 
management skills needed to imagine, create, and sustain new music education endeavors 
that are designed to positively impact communities of learners, the Sistema Fellows 
Program exemplifies entrepreneurial thinking and action within the context of music 
teacher preparation. An acknowledgement of the need for music educators to develop 
skills that may be needed for them to become effective teachers invites a consideration of 
the balance between training and education, terms that deserve examination within the 
context of the Sistema Fellows Program, and music teacher preparation in general. 
Training and Education 
It is worth noting here that the word "training" is specifically used by both Jose 
Abreu and in informational materials from the Sistema Fellows Program itself.407 
However, the word "training," when used in contexts of music teacher preparation, may 
evoke, for some individuals, a negative connotation, as it implies that music teachers can 
be "trained" through drill or exercise to be able to teach according to certain methods. 
407 
"Jose Abreu's Wish," http://www.tedprize.org/jose-abreu/ (accessed March 10, 2012); 
http://necmusic .edu/sistema-fellowship (accessed April 20, 2012). 
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Christopher Winch uncovers some of the reasons for this tension, including the belief 
held by some that "training is authoritarian and ... authority is harmful," as well the fact 
that training is often confused with conditioning, and that training is often associated with 
"very narrow forms of vocational preparation."408 Wayne Bowman observes, 
Too often, teaching and learning resemble training (or even indoctrination) more 
than education. The do-it-this-way mode of instruction, in which modeling rightly 
figures centrally, can, if not carefully monitored, foster critical compliance and 
nurture dependence rather than the independence and empowerment that are 
hallmarks of true education.409 
Ruth Wright locates the tension between training and education within the context 
of international economic discourse and efforts by organizations such as the Organisation 
for Economic Development (OECD) to emphasize the types of skills, knowledge, and 
"innovative potential" needed by member countries to compete in the knowledge 
economies of the 21st century:410 
What could be identified here is an increasing pressure to view education as a 
mechanism of production of exploitable human capital. In this view people are 
perceived as tools to advance the efficient economic functioning of the social 
system and as consumers of the products of the capitalist system. The ideals of a 
liberal education, or education of the whole person, could easily be lost within 
such an agenda. Moreover, the ideals of a democratic society could be lost in 
subservience to the all-pervading dominance of economic capital.411 
408 Christopher Winch, "Education Needs Training ," Oxford Review of Education 21 , no . 3 , 
(1995): 315 . 
409 Wayne Bowman, "Why Musical Performance? Views Praxial to Performative," in Praxial 
·Music Education Reflections and Dialogues ed. David Elliott (New York: Oxford University Press, 2005): 
151. 
410 Ruth Wright, "Editorial" Special Issue (Informal Learning in Music Education) British Journal 
of Music Education 27, no .1 (20 1 0): 5. 
411 Ibid. 
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Wright suggests that pedagogical practice in a democratic school "does not surrender to 
corporate logic but rather endows its students with the capacity for critical reflection 
upon the 'givens' of their world, empowers them to see their futures as holding 
possibilities for change and gives them the skills to voice their opinions upon matters that 
concern them."412 These ideas echo the language of entrepreneurship. I would suggest 
that economic concerns are not the exclusive domain of corporate or national entities, but 
rather exist also at the level of the individual. Both training and education are needed to 
support the intellectual, social, emotional, political, and economic needs of a population. 
Jorgensen's definition of training is "the methods or ways whereby a person is 
taught or learns skills, know-how, or procedural knowledge, that is, how to do some-
thing."413 This would seem to be an important facet of any comprehensive music teacher 
education program. While many post-secondary music teacher preparation programs do 
focus on having their students master "methods" of teaching curriculum or technique,414 
and while there is concern that such programs feature a narrow focus on "training," at the 
expense of a broader goal of "education,"415 the word "training" is still used frequently by 
North American music education scholars referring to music teacher preparation, 
sometimes interchangeably with the word "education," with no apparent negativity 
412 Ibid. 
413 Jorgensen, In Search of Music Education, 8. 
414 Thomas Regelski, "The Ethics of Music Teaching as Profession and Praxis, Visions of 
Research in Music Education, 13 (2009): 4 http://www-usr.rider.edu/~vrme/. 
415 Wayne Bowman (2003). "Re-Tooling 'Foundations' to Address 21st-Century Realities: Music 
education amidst diversity, plurality, and change," Action, Criticism, and Theory for Music Education 2, 
no.2 (December 2003): 13, http://act.maydaygroup.org/articles/Bowman2_2.pdf. 
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implied.416 Winch's view amplifies the flexibility of the two terms by noting that the 
concept of training is complex and serves many important functions in human learning 
throughout life and that the boundaries between the concepts of training and education 
are not always clear. He states that training has connections to both conditioning and 
discovery, although it can be distinguished from both of those concepts, as well. He 
observes that training "is usually concerned with the shorter-term acquisition of abilities, 
attitudes and dispositions. But the successful acquisition of these is an essential aspect of 
education and so training should have its place at the heart of any worthwhile educational 
endeavour, whether it be liberal or vocational.'"'17 
While both training and education are important to the preparation of music 
educators, I am interested in emphasizing and expanding aspects of music teacher 
preparation that can serve to broaden one's imagination, capacity for change agency, (the 
independence and empowerment to which Bowman refers) and ability to create new 
value for individuals and communities. I have chosen to label this type of teaching and 
learning "entrepreneurship education" rather than "entrepreneurship training." While skill 
development through training is certainly a relevant aspect ofthe Sistema Fellows' 
preparation, the experiential, creative, discovery-based aspects of their overall education 
in the program are what have seemed to have a most dramatic and distinctive impact on 
416 See for example: Roger Mantie , Schooling the Future: Perceptions of Selected Experts on Jazz 
Education ," Critical Studies in Improvisation 3, no 2 (2007) , 
http://www .criticalimprov .com/article/view/307/641 ; Richard Colwell and Gretchen Beall, "Program 
Evaluation in Music Teacher Education [with Response]," Bulletin of the Council for Research in Music 
Education 81 (Winter , 1985): 18-64; Robert Cutietta, "Content for Music Teacher Education in this 
Century," Arts Education Policy Review 108, no. 6 (July-August 2007): 11-18 . 
4 17 Christopher Winch, "Education Needs Training ," Oxford Review of Education 21 , no . 3, 
(1995): 316. 
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their individual growth and transformation while in the program. These are explored in 
the next section. 
Insight from Inside the Sistema Fellows Program 
In order to obtain an understanding of what it is about the Sistema Fellows 
Program that might exemplify entrepreneurial thinking and entrepreneurship education in 
music teacher preparation, I interviewed seven of the current twenty graduates of the 
program, as well as the program's educational director.418 I sought answers from the 
Fellows as to whether they felt the program prepared them for certain aspects of 
entrepreneurship including value creation, risk taking, problem posing and problem 
solving, development of their own creativity, and transformation of self, systems, and 
society. Three of the Fellows I interviewed were from the 2009-2010 inaugural class of 
graduates , and four were from the 2010-2011 class of graduates. Of the three I 
interviewed from the initial graduating class of Fellows, two are now leading successful 
El Sistema-inspired programs in the United States, and the third Fellow did not choose to 
start a nucleo or branch of El Sistema USA. Instead, his work centers on three broad areas 
of service: (1) providing local, national, and international consultation for people and 
organizations interested in learning more about El Sistema, (2) writing and publishing 
informative articles on El Sistema, and (3) working for the administration of El Sistema 
USA to develop frameworks and tools to measure the social impact of El Sistema in the 
418 Interview questions are found in appendix A. 
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United States and around the world. The four Fellows from the 2010-2011 graduating 
class were, as of July 2011, preparing to lead El Sistema-inspired programs at four 
different locations throughout the United States. Although I only spoke with seven of the 
Fellows, seventeen of the total twenty graduates are now leading or are in the process of 
developing El Sistema-inspired programs in the United States.419 
Value Creation 
Value creation is defined as the act of developing, making, or producing 
something of worth, significance, importance, and relevance and is a defining outcome of 
successful entrepreneurship. The Fellows I interviewed had a refreshingly broad view of 
what constituted value in an El Sistema-inspired program and they were quick to support 
the view that value is not necessarily measured only in economic terms. When asked 
about what types of value were being created, in addition to economic or financial value, 
they mentioned the following types: community value, social value, cultural value, 
personal value, musical value, academic value, and human value. 
Their responses to my questions revealed their commitment to and enthusiasm for 
the types of impact they wish to have on their communities. Each of the graduates felt 
strongly that the Sistema Fellows Program had prepared them, particularly through 
participation in seminars led by experienced and successful social entrepreneurs, to 
develop plans and measurement tools for the kinds of value they would be creating 
through their programs, such as economic, social, and community value, and personal 
4 19 Erik Holmgren (Education Director of the Sistema Fellows Program), in discussion with the 
author, August 8, 2011 . 
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value to individual children and teachers. For example, Allison, who is preparing to lead 
an orchestra program for elementary children in a major metropolitan area in the United 
States, is interested in integrating composing, conducting, and technology into her 
program in order to help develop students' creativity in music making.420 She emphasized 
the importance of "the value of self-esteem" that she sees developing in students from 
participation in El Sistema in Venezuela, a result she aims to try to also achieve with the 
students in her own program. Sam, a professionally trained trumpet player who leads an 
orchestra program for eighty at-risk421 children in another major metropolitan area, 
echoed the idea of value in building self-esteem, but also acknowledged the challenge of 
measuring it: 
It's hard to evaluate self-esteem. There are some things that you can evaluate like 
executive functioning skills ... So, I guess let's look at the child first. The value of 
a child learning to cooperate and work with the team-you can't put an amount 
on that or really kind of say 'What is that value?' other than to that child. How 
about we just say that 'that child feels valued.' That they ' re part of a bigger team, 
and that they can contribute to it. 
Let's talk about the value of a kid who is learning to focus for a long 
period of time , learning to break an overwhelming problem into small chunks, 
learning how to pose and solve a problem, learning how to raise their confidence 
level and take ownership, and be accountable for what they are learning, what's 
the value of that? 
420 The names of each of the Fellows have been changed to maintain privacy. Allison (Sistema 
Fellow), notes that these areas of focus , composing, conducting, and technology, are also areas that nucleos 
in Venezuela are developing right now for their students , email message to the author, July 13,2011 . 
421 Those considered to be "at-risk," according to the U.S. Census Bureau are qualified by the 
following conditions. The 'personal' conditions are: presence of a disability, ever having been retained in 
school, and speaking English less than 'very well'. The 'familial' conditions are: either or both parents 
absent from the household, at least one foreign-born parent of recent immigration, low family income, and 
no employed parent. Robert Kominski, Arnie Jamieson, and Gladys Martinez, "At-Risk Conditions of U.S . 
School-Age Children," U.S. Census Bureau, Working Paper Series no. 52, (June 2001) , 
http://www .census .gov /population/www/documentation/twps0052/twps0052 .html (accessed January 2, 
2012). 
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These are some of the outcomes that are occurring for students as a result of their 
participation in Sam's program. Sam was also very clear about the economic value his El 
Sistema-inspired program is having and is likely to have in the future. He provided 
figures: 
Statistically we are working with children that can easily fall through the cracks. 
Of my eighty kids, thirty-two of them, statistically, will spend a year in prison. 
The value of that is a little over 1 million dollars for locking up thirty-two kids in 
prison for one year. And we know that the chance is that over fifty percent of 
them will spend a second year in prison. 
He added that for every child that his program can keep out of the juvenile justice system, 
it will save the city in which he leads his program $27,000 per year. Further, keeping 
students out of prison as adults can save the city $33,000 per person, per year. And, over 
the long term, for each individual who is able to lift himself or herself out of poverty, 
there is the potential to save the city $43, 000 per year, per person, in the form of housing 
and day care vouchers. 
Because of the amount of hours the kids are participating, we'll save the city 
... about $950,000- because we have made a $300,000 investment. If I can finish 
the three-year pilot program, we' ll spend about $1,000,000 for a three-year pilot 
program, but I can save the city ... up to &7 ,000,000. I can quantify all of this stuff 
that they do. 
He continued, 
The other thing we can put a value on is if a kid gets a high school diploma. That 
kid could make $1,200,000 on average of taxable income if they get a high school 
diploma. If they get an associate's degree, it's about $1,800,000, about 
$2,500,000 for a bachelor's degree, and it goes up from there. So not only are we 
saving money, we're actually producing students that can earn taxable money. I 
mean, the city will actually profit from making a $20,000, $21,000 investment in 
this child over the course of ten years. Or, we could pay $33,000 so that we can 
lock them up in prison for one year. The math is there. 
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These are claims that will need to be measured and substantiated with research over time. 
While the program clearly has social aims and while economic statistics are driving the 
funding from donors in Sam's and others' situations, what is also clear is that all the 
Sistema Fellows I spoke to were themselves drawn to the program because of the 
incredible musical and educational value that El Sistema in Venezuela has been able to 
create and because they want to make a similar musical, educational, and social impact 
through music education programs in the United States. When asked about how she 
became involved in the Sistema Fellows Program, Kelly, a professional violist, describes 
the incredible impact she felt when she first heard El Sistema's Teresa Carreno Youth 
Orchestra in Venezuela, prior to any experience as an Sistema Fellow: 
What really inspired me, what I was blown away by, was the level of musical 
talent. You know, I was playing professionally with the New World Symphony, 
and I was mid-twenties, and I was just amazed by how well their teenagers were 
playing. And so for me, it was this incredible musical conservatory. And then as I 
found out about it, I was blown away that most of these kids came from poverty, 
that it really was a social program, more than a conservatory training program, 
and it just changed my life forever. Being in Venezuela, meeting the people, .. .I 
fell in love with this idea that a cultural revolution could happen through an 
orchestra program. 
She now is in the second year of leading a free orchestra program for very young 
children, aged five to eight, and speaks passionately about the kind of community-
building value she sees her program creating in terms of "bringing people together, in 
celebration, through music." She said, 
I think one thing that's really important to know, and the value that I've taken 
from El Sistema, is that our nucleo is not a welfare program. It's free, but you 
don't get to stay in it no matter what. You get to stay in it if you come every day. I 
think where the value comes, is those families who have financial difficulties who 
need a hand to get beyond, you offer their children the same opportunities that 
they would have wanted growing up. There are lots and lots of families that really 
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want to be able to do it, and we only have a certain number of slots for kids, so we 
want to be sure that we get those families who really see [the program] as a means 
of empowerment, not as a babysitting program. 
She added that she feels the community is beginning to see her program as becoming the 
"go-to" cultural and youth representative for community building because it fills a 
particular need for empowerment of the next generation in the community amidst what 
she sees as a constant struggle against poverty, a struggle to improve public schools, 
public roads, and improve access to services for the citizens in the area. 
Further insight into the entrepreneurial preparation provided by the Sistema 
Fellows Program was provided by Sean, who is beginning a program this year in 
partnership with a symphony orchestra in his area, and who is clear about his intention to 
create community value: 
One of the problems is that there are a lot of street gangs in [the city], and 
children are getting engaged with that. There is a lot of drug trafficking. By 
engaging the children in a program like this, I think it's going to be encouraging 
these children to become part of a safe community as opposed to becoming 
engaged with a community that could end their lives. 
Sam acknowledged the difficulty of measuring certain types of value, including 
community value: 
And what's the value on the community that is now safer? That they're now 
huddling around this idea of an orchestra because it's very clear to the parents and 
the schoolteachers how these kids [who are spending several hours a day, five 
days a week playing in an orchestra program] are different than any other normal 
kid at the school that's not in our program, or any kid that's in the neighborhood. 
Again, there is great value there for the community to embrace the program. 
Other Fellows described additional forms of value creation through entrepreneurial El 
Sistema-inspired programs in the United States. For example Philip, a 2011 graduate of 
the program, is developing a new program through which he hopes to create musical 
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value and also what he calls "human value" by helping teachers make careers doing this 
kind of work, and thereby also create economic value for themselves. James, who entered 
the Sistema Fellows program with an exceptional amount of experience in social 
entrepreneurship, including having been recognized by a separate fellowship for his work 
in that realm, sees value creation in the Sistema Fellows Program in the prospects of 
fostering a participatory culture in orchestral systems rather than perpetuating the current 
transactional culture of "you pay, we play." He sees the value of El Sistema, USA and the 
Sistema Fellows Program in helping to create a sustainable orchestra system for the 
United States, particularly in light of the financial crisis facing so many orchestras 
today .422 This recalls with what David Myers observed about the likelihood support for 
in-school music being developed through outreach to, and musical participation by, an 
expanded population of music makers outside of school. 
Gretchen, who will work at an elementary school in a "blended" setting in which 
she will lead a before- and after-school El Sistema-inspired program and also teach 
traditional general music to first and second graders, is one of three graduates of the 
Sistema Fellows Program who has a degree in music education. She stated that she hopes 
to create value in the social bonds that she will form with her students and the role that 
422 For a detailed look at why many orchestras in the United States are struggling to remain in 
existence, see Robert Flanagan's 2008 Stanford Graduate School of Business report, "Symphony Musicians 
and Symphony Orchestras," http://www .princeton.edu/%7Eartspollorchestras/suggested_readings/ 
Flanagan_musicians.pdf; also see: Daniel Wakin and Floyd Norris, "Philadelphia Orchestra Makes 
Bankruptcy Move," New York Times, April17, 2011; Stephanie Gallman, "Detroit Symphony Goes on 
Strike," October 5, 2010, CNN.com, http:l/articles.cnn.com/2010-10-05/us/michigan.symphony. 
strike_l_musicians-dso-symphony-spokeswoman?_s=PM:US; Anne Midgette , "Baltimore Symphony 
Reaches New Contract Agreement with Musicians," The Washington Post, March 26,2010. 
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she will play as a caring, concerned adult in their lives. This goal would seem to be a 
worthwhile aim for any music educator. 
Erik Holmgren, Educational Director for the Sistema Fellows Program, 
emphasized the importance of measuring the outcomes and the value created by the work 
of the Fellows. He described it in entrepreneurial terms: 
If you're setting up an El Sistema program, you're identifying a need. All Fellows 
do this. They identify a need in a specific community and describe that need and 
how their program will change it. Before they launch this program, they know 
who they're serving, they know how they're going to serve, and what they're 
expecting to be the outcomes. And by doing that, they can measure.423 
With regard to securing funding, he explained that measuring outcomes is of utmost 
importance if programs are to be sustainable. Even in Venezuela , where El Sistema is 
government funded, investment in the program is maintained because El Sistema 
continues to produce results that are beneficial to the country .424 
It is worth noting that these free programs425 represent an economic equation 
where parents, who may not have adequate financial resources for traditional music 
lessons, are nonetheless investing resources of time, energy, and effort to be sure that 
their children are able to access the value of the musical instruction provided by the El 
Sistema-inspired programs.426 Instructors, paid through funding from private donors, are 
423 Erik Holmgren (Education Director of the Sistema Fellows Program) , in discussion with the 
author, August 8, 2011. 
424 Norah Sullivan, "Making Music One Violin at a Time," !DB America: Magazine of the Inter-
American Development Bank , May 15, 2006, http://www .iadb .org/idbamerica/index .cfm ?thisid=41 01 . 
425 These programs are free at the point of service, that is, they are "free" in that they do not 
require financial resources from the students themselves. 
426 As Drucker notes, "The essence of economic activity is the commitment of present resources to 
future expectations," Innovation and Entrepreneurship, 25. While the financial resource is removed (at the 
point of service) in the El Sistema model , (similar to music education in the public schools), other 
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benefitting financially from the endeavor. Whether this will erode or serve to 
complement (or even bolster) current systems of private musical instruction or music 
education in the public schools remains to be seen. However, in the spirit of 
entrepreneurship, where new value is being created through these El Sistema-inspired 
programs, it would seem that systems of public school music education and private music 
instruction will need to evolve as necessary to compete and provide value, and to avoid 
becoming a casualty of the creative destruction that can accompany entrepreneurial 
activity. Here is an example of where one of Drucker's sources of innovation, 
unanticipated changes in industry structure, or market structure, might be embraced, 
rather than feared, as a means to positively transform existing systems and structures of 
music education. 
Risk Taking, Problem Posing, and Problem Solving 
The Sistema Fellows I interviewed readily affirmed that there are degrees of risk 
involved in the work they are doing or are preparing do. They cited, for example, risks of 
investing finances, time, and effort into programs that were not guaranteed to succeed. 
When asked if they felt they were prepared, during their training, to manage or deal with 
risk taking, the answer in several cases was "yes and no." They explained that while their 
learning seminars had helped them understand important aspects of fundraising and 
nonprofit management, and while they were informed quite forthrightly by lecturers and 
administration in the Sistema Fellows Program that what they were undertaking carried 
economic resources are still committed by parents in the form of time and effort/labor to keep students 
participating in the program. 
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some risks, particularly in financial terms, (finding donors, being able to pay teachers 
month after month , creating a sustainable model for financing the program, being able to 
support themselves financially, etc.), they admitted that it would have been impossible 
for the Fellowship to have prepared them for every single risk they might encounter. 
They felt that they were informed about the reality that would face them. Many of the 
Fellows felt they were prepared to be mindful of both threats and opportunities that they 
might encounter in establishing their programs. They indicated that the lecturers for their 
seminars were, themselves, experienced entrepreneurs who helped by acting as 
consultants for the Fellows' own business plans and helping to prepare them for the 
challenges that were ahead in creating their programs. As part of their preparation, 
Fellows engaged in practical work involving organizational planning and management, 
including problem-posing and problem-solving activities and exercises where the group 
of ten Fellows discussed issues in an effort to come to consensual decisions about 
solutions to problems . In other cases, Fellows were "assigned" to organizations around 
the United States who were interested in El Sistema and sought advice or answers to 
questions about starting their own El Sistema-inspired programs locally. 
Philip described his preparation for facing risks present in fundraising and 
organizational management: "We were keenly aware on a daily basis that this was some 
kind of risk, that maybe we didn ' t have the skills to do this , but something in sort of the 
musician's psyche allows you to still go ahead with it." When asked about what risks he's 
facing now in developing an El Sistema-inspired program in collaboration with a major 
university, he cites a number of them: 
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We don't have a program name, we don't have a website, we don't have teachers, 
we don't have kids, so, everyday I'm chipping away at this daunting task, you 
know. It's very exciting, but at the same time it's a risk, like, 'What if we don't 
have any kids? What if none of this works?' I'm not negative every day, but it's 
certainly a risk. And then, I know moving forward it's always contingent upon 
allowing the program to grow , and making sure we're showing results, and kids 
are happy, and the funders are happy, and parents are happy. So, I see it as a risk 
to prove ourselves and to show actually that we can do this. 
Gretchen, when asked about her own temperament with regard to risk taking, 
noted that her colleagues in the program, those who came to the program with 
performance degrees, seemed to have a considerably higher tolerance for risk than she, 
who happened to have a degree in music education, had: "I was always the one asking, 
'How will you fundraise?' 'How will you get health insurance?' Whereas the 
performance majors were fine with it and would sort of roll their eyes when I would ask 
these questions. They were willing to jump off a cliff, and I was only willing to jump off 
a hill." Her insight seems to be of relevance when considering the kind of risk music 
education majors might be willing to tolerate as entrepreneurs and whether their choice of 
major was in fact a choice related in some way to their risk tolerance. On the other hand, 
in the current economic and school music education climate in this nation where cuts to 
music programs are becoming common,427 choosing a career in school music education 
may prove quite risky, anyway. 
Sam was dear about the risks he has faced in developing and maintaining his 
program: 
427 Jack Jennings and Diane Stark Rentner "Ten Big Effects of the No Child Left Behind Act on 
Public Schools ," Center on Education Policy Report (November 2006) , http://www .cep-
dc.org/index.cfm?DocumentSubTopiciD=38) (accessed July 11 , 2011). 
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I spend about $29,000 a month to run [my program], and I started the program 
with a little over $40,000 in the bank. So the risk was only being able to pay the 
teachers for a month and a half. So, yeah, there was a financial risk of raising 
money [and] making payroll. There's also the risk of trying to retain as many 
students as possible; there's the risk of trying to create the right type of supportive 
partnerships and make connections that will help this program become 
sustainable. Lastly, there was a risk of putting the teachers in the room because I 
mean , our teachers, they teach private lessons, many of them teach group lessons, 
but they don't do that stuff every day, .five days a week [to the same group of 
children each day]. So there's a risk of them doing ajob that they're not really, 
on paper, equipped and ready to do. So that was also a little bit challenging and 
difficult. 
As Sean, Sam, and others indicated, El Sistema inheres a primacy for first building 
community and building enjoyment into the playing before focusing too intensely on 
building technique, which comes over time as the children become more invested in 
being part of the group and learning how to play better. Not all teachers, particularly 
those who have been trained in conservatories, are accustomed to approaching music 
teaching in this way, Sam noted, and for this reason, Sistema Fellows are prepared to help 
guide and support the teachers in contributing to the community-building focus of the 
nucleo in addition to helping them achieve musical and educational results. 
Kelly expressed her mindfulness of the possibility of failure in the launch of her 
program, but clearly felt that her training also helped broaden her horizons in terms of 
what was possible, through what she specifically said was encouragement of 
entrepreneurial thinking: 
It really trained me to be a thinker, you know, being able to combine a linear path 
with kind of a chaotic mass of new ideas and opportunities, and being able to find , 
within the chaos , what it is that is helpful to me in X-path, or Y -path, or Z-path, 
and apply it. And so there is this idea of entrepreneurial thinking where ideas can 
come from the bottom, from the top, from behind you, from the past, from the 
future, from different fields , from science , from philosophy, from psychology ... 
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Regarding preparation for risk taking Kelly said, "I would say the program prepared me, 
yes, to take risks, and prepared me to know that there's a wider world of education, 
poverty, community advocacy, music, that is available and open and kind of eager for 
bright young people to be working in, than I knew about." This is exactly the kind of 
horizon-opening learning I believe that might result from infusing entrepreneurial 
thinking into music teacher preparation programs. It is also an example of Dewey's 
pragmatic theory of intelligence, described in chapter 1, in action. 
James observed that many of the graduates of the Sistema Fellows Program are 
developing or leading programs that do not necessarily carry a tremendous amount of 
"personal risk" because their programs are attached to, and are heavily subsidized by, 
established organizations such as professional orchestras or universities. He differentiated 
the type of entrepreneurship that was taking place by the level of risk that was being 
undertaken. Consequently, he felt that many of the Fellows were functioning as 
"intrapreneurs," that is, they are being entrepreneurial ("intrapreneurial") but within more 
of a corporate setting and with ostensibly "less risk" attached to their endeavors than 
there would be if they were operating independently of an established organization. Risk, 
to some degree, is involved, and this is part of what defines entrepreneurship. 
Entrepreneurship in music education might conceivably be applied both within, in 
conjunction with, and outside of existing organizations such as public sch'ools. 
Creativity 
The development of one's creativity, or one's capacity for designing or creating 
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something new, is a significant part of the Sistema Fellows training. All of the Fellows 
with whom I spoke felt strongly that they had been encouraged to be creative and that 
they had had many opportunities to develop their creative thinking skills during their 
training. Kelly stated that she felt that creativity was certainly encouraged and explored 
"in terms of developing an El Sistema nucleo." In other words, she felt creativity was 
encouraged not just for the sake of being creative, but for the express purpose of 
manifesting a nucleo of one's own imagining. All of the Fellows were expected , at the 
end of the fellowship, to develop a nucleo , but they were encouraged to be creative with 
regard to who (what age level, what general population), what (for example, what type of 
ensembles, including chamber ensembles , choirs, even rock ensembles, etc.), where (in 
what community in the United States, independent of, or operating in partnership with a 
school or professional arts organization), and how they would go about developing their 
programs, within broad guidelines. 
For example, Allison felt that the brain-storming sessions, where individuals 
presented ideas to each other regarding the development of their programs, was most 
helpful in developing her creativity. Sam's view was that the entire process was about 
being creative: "They didn ' t tell us where, they didn't tell us how, or anything. I mean, 
there ' s a lot of creativity in trying to put together ideas of what works, and building 
relationships, and so that certainly left the door wide open." He viewed the creative, 
entrepreneurial aspects of being a Sistema Fellow as a natural part of being a good 
teacher. To him, being a Sistema Fellow meant being "someone that will run after what is 
right, you know, build the resources, be strategic, think outside the box, and ... do what 
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is right for these kids. I think any schoolteacher could be a' Sistema Fellow.'" Sean, 
when asked whether creativity development was an important component of the program, 
replied, "Think outside the box? Oh, absolutely! I mean in terms of thinking, it's 
completely open. In terms of the program allowing for that open possibility, absolutely. 
There's a huge degree of 'You can do whatever you can dream.' And, it's very, very 
flexible in terms of what ideas you bring to the program. There's individual flair from 
everyone." Philip agreed: 
We had a lot of chances to kind of pitch our ideal program or our ideal scenario in 
a very safe comfortable place and get feedback. We had the chance to stretch our 
thinking, and I think, actually, [that the program] is moving a little more in the 
direction where it's a little more open with 'What's the goal of being an Sistema 
Fellow?' and allowing people to kind of be creative and find where they fit into 
everything. 
He elaborated by saying that he felt that the administration of the Sistema Fellows 
Program was perhaps opening up to the many different capacities in which graduates of 
the program could serve El Sistema USA beyond the rigid requirement of being required 
to create a new nucleo somewhere in the country. For instance, graduates might 
contribute to the support and expansion of El Sistema USA by working in development, 
or by working as a conductor, or by being, as he said, "creative in the classroom." James 
is an example of exactly that kind of Sistema Fellow who has chosen not to create a 
nucleo but who is expanding public awareness and understanding of El Sistema through 
his writing, teaching, conducting, and consulting. The program's "openness to 
possibility" and willingness to expand the notion of what a Sistema Fellow "can be" is 
exactly the kind of disposition and outlook I am proposing that music teacher preparation 
programs should adopt. Music education entrepreneurship is important to music teacher 
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preparation in post-secondary education in great part because of its emphasis on 
broadening the idea of what a music educator "can be." 
Erik described some of the concerns and criticism of El Sistema, particularly with 
regard to how or whether it could work in the United States. "One of the big criticisms 
levied against it by music educators and by a lot of people is that there's no creativity 
[developed] in the students. They are playing orchestral music, and [in this dictatorial 
setting], they respect the conductor ."428 He notes, however, that even in Venezuela they 
now have the Simon Bolivar Jazz Band and the Simon Bolivar Rock Band. "It's not an 
orchestral program," he says of El Sistema, "it's an ensemble program," and he suggests 
that these non-orchestra types of ensembles may be more successful than orchestral 
ensembles in some communities in the United States.429 
Transformation 
Entrepreneurship is frequently associated with transformation-significant 
changes of self, of systems, and of society. Each of the Sistema Fellows with whom I 
spoke felt that transformation was detectable in all of these areas as a result of their 
training as well as a result of El Sistema itself. Allison said her own transformation was 
apparent in how she came to desire, and see the possibilities of, a greater role in society 
for herself as a musician and educator. From observing the impact of El Sistema in 
Venezuela through her Sistema Fellowship, she believes that the "orchestral learning 
428 Erik Holmgren (Education Director of the Sistema Fellows Program) , in discussion with the 
author, August 8, 2011. 
429 Ibid . 
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program" overall is transformational: "As musicians we are trained to be very involved in 
our development, therefore the ego part of the self is greatly developed . We are not 
trained on how to care for other beings, it is understood that the socialization part is to be 
developed at home or at school, but that is what the orchestral/earning does." She added 
that for her, "There is a personal change, getting away from the idea of teaching just to 
make ends meet and producing musical results, to wanting your students to become better 
citizens, and sometimes even working for free."430 Philip felt strongly about the kinds of 
transformation that are possible and that are also represented in El Sistema and the 
Sistema Fellows Program. He noted, in fact, that the possibility of significantly 
transforming music education practices was part of what drew him to the program: 
I think as a whole, what attracted me, and others, to El Sistema is the idea of 
wanting to change a little bit the way music is taught and where it's taught and 
how it's taught and performed. So I think that is really what keeps me going, that 
we can change a lot of people and communities if we just present music in a way 
that makes sense to those people and those communities. I think it's just the idea 
that people can commit themselves to getting more people interested and involved 
in music and that.. .is a transformation that I'm looking for and I want to be a part 
of. 
He also described what he called a "healthy criticism" with regard to how he and his class 
of Fellows were encouraged to consider how El Sistema itself might be transformed in 
order to be effective in the United States. Perhaps more of this type of criticism would be 
helpful to transforming and improving current systems of music teacher education: 
[T]here were few days where [we were told], 'This is the way it has to be done,' 
or 'This is how you do it,' or 'This method is better' and the whole year was done 
430 Here is an example of the non-monetary value that teachers receive from their work. In other 
words, teachers can place such a high value on the success of the child that financial compensation 
becomes less important than the positive results achieved by the child and the emotional satisfaction that 
accompanies them. 
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through that lens. And even with [visiting Venezuela to observe] El Sistema, it 
was like, 'Let's see what they're doing,' and maybe it's not the best way to do 
things but somehow they've had some kind of success.' So I think in everything 
we did we were encouraged and allowed to have healthy criticism and look at it 
from that lens, maybe there's not one right way to do things [ ... ].I think that's the 
reason, for example, that I myself did not start out with a music education degree, 
because I thought it would be too much like that. And, I'm obviously passionate 
about teaching and education, but I guess, not when it's kind of confined, or done 
very narrowly. 
Kelly admits that she views herself as an entrepreneur and that as a result of her 
work as a Sistema Fellow , she has actually begun to develop a new music 
entrepreneurship minor in conjunction with a nearby major university. She says she is 
grateful to be located in a city that actively fosters entrepreneurs. However, she describes 
the challenges she finds herself facing in trying to bring about transformation through 
entrepreneurial thinking within particular systems that she describes as being inflexible. 
Her program is connected to four different elementary schools from which it draws five-
through eight-year-old students. When asked about whether she has seen transformation 
resulting from her work as a Sistema Fellow, she replied, 
Yes. It's tricky ... The school system is pretty rigid. The education system is 
rigid, ... as is the poverty, as is social services in our area. I would say being an 
entrepreneurial thinker within systems that are pretty static is frustrating. And so 
being able to talk to [other entrepreneurs in the area] about how to continue to 
move your ideas forward in innovative ways within a static system, that's really 
important. I think it's a totally different thing to be an entrepreneur in science, or 
to be an entrepreneur in technology or marketing or finance , because those worlds 
welcome change and new ideas and fresh blood, and 'how are we going to make 
money today?' And so those kinds of companies and systems and people, I think, 
welcome entrepreneurial thinking and workers in a much more open way than our 
school systems or our welfare system. 
Kelly's observations perhaps foretell the kinds of challenges music teacher educators will 
face in attempting to infuse entrepreneurship into the preparation of pre:..service music 
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teachers. However, she feels strongly that music educators need to be entrepreneurial in 
their efforts to help strengthen the position of music education within the public school 
curriculum. From her experiences in the Sistema Fellows Program she said she has come 
to feel "that music educators have a huge social responsibility ," at that it is the job of a 
music educator "to assume a role of civic and social responsibility that is beyond being 
marginalized." As she sees it, there is "a lot of victimization in the world of music 
education right now ," with music teachers facing , and "whining" about, the loss of their 
jobs, but that "if they had created a place of significant value for themselves in the 
school" that music programs would not be reduced or cut entirely from schools. Many of 
the other Fellows expressed similar opinions about the need for change in public school 
music education and about the power of individual teachers to do something to improve 
and expand music learning opportunities for a broader range of students both inside and 
outside of school. These Fellows are individuals who are seeing a need in society and 
who are taking steps to address it, through music education, in order to create value for 
others, and consequently for themselves. Perhaps more music education majors could do 
the same were they to actively study and experience entrepreneurial thinking and action 
as part of their degree programs. 
Erik forecasts that the Sistema program will face strong criticism in the near 
future from professional organizations centered on music education and concerned with 
employment for music teachers. For example, he stated that NAfME and the American 
String Teachers' Association [ASTA] have expressed both criticisms and concerns. He 
said leaders of these organizations have asked: 
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'Are we [NAfME,ASTA,El Sistema USA/the Sistema Fellows Program] all 
competing? What are we doing so that music teachers can get jobs when in-school 
programs are being cut? Are you [El Sistema USA/the Sistema Fellows Program] 
going to privatize music education? Are you going to make it solely the venue of 
nonprofit organizations and not put it in public funding and public schools?'431 
Gretchen revealed that her own undergraduate music education adviser had also 
expressed concern about potential for the Sistema Fellows Program and El Sistema USA 
to ultimately undermine traditional school music programs. Erik believes that El Sistema 
USA and the Sistema Fellows Program is "doing the more administrative nonprofit side 
of the work to create that space for children that doesn't exist already. NAfME is working 
within spaces that traditionally exist, and we' re trying to take on what's missed." In this 
way, entrepreneurship in music education might have the effect of adding value and 
"expanding the pie" to reach a greater number of people. In other words, 
entrepreneurship, while it might be used to creatively destroy existing delivery modes of 
music education (by competing with school music programs in favor of new, "free" El 
Sistema-inspired programs), might, instead, be used to collaboratively expand the music 
education opportunities available to teachers and students, and thus create a "win-win" 
situation, rather than a "win-lose" proposition. 
In addition to providing spaces "for children ," Erik said that, in fact, programs 
that are being created by the Fellows need not be centered on music education 
opportunities only for children and that while El Sistema is a youth program in 
Venezuela, its manifestation in the United States could be expanded to include adult 
431 Erik Holmgren (Education Director of the Sistema Fellows Program) , in discussion with the 
author, August 8, 2011. 
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populations of learners. He mentioned the potential for El Sistema-inspired programs to 
be created for prison populations, people in homeless shelters, and LGBTQ432 populations 
and confirmed that Fellows have indeed spent time studying how such programs might be 
established. "It's for everyone, it's not just for 'young, poor, African American people in 
the inner city,' which is how it's labeled sometimes [and] which is how people perceive 
it, but it's not that."433 The fact that students in the Sistema Fellows Program are 
encouraged to think and plan entrepreneurially about providing music education to a 
wider demographic than previously considered in typical El Sistema programs is one 
measure of how the program is preparing the Fellows as entrepreneurs. 
Just as Jose Abreu founded El Sistema initially with the aim of creating a 
Venezuelan National Orchestra but with a consequence of transforming the lives of 
hundreds of thousands of students and teachers, perhaps programs of music education 
entrepreneurship in post-secondary music teacher preparation might have the 
consequences of both strengthening music education in schools, and expanding music 
education to reach a vastly greater population than is currently engaged in music learning. 
In Venezuela, El Sistema, a program open to every interested child, is now largely a 
publicly supported endeavor that receives ninety percent of its funding from the 
Venezuelan government.434 It is worth noting that in the United States, where El Sistema-
432 LGBTQ stands for Lesbian, Gay, Bisexual , Trans gender, Questioning. 
433 Erik Holmgren (Education Director of the Sistema Fellows Program) , in discussion with the 
author, August 8 , 2011. 
434 Brian Wise , "El Sistema Branches Out, Takes Root in Flatbush: A Venezuelan Program Brings 
Its brand of Musical Discipline to Underprivileged Youths in New York," http://www .wqxr.org/#!/articles/ 
wqxr-features/2011/mar/20/el-sistema-branches-out-takes-root-flatbush/ (accessed April 12, 20 12). 
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inspired programs are currently funded by private sources rather than public funds, many 
of the programs take place in collaboration with public schools and serve a public school 
clientele within public school spaces, often in support of, rather than to the detriment of, 
existing music programs. The collaboration characteristic of these social entrepreneurship 
endeavors stands in contrast to what might be seen as the negative, competitive, or 
"winner-takes-all" scenario that might be implied by the creative destruction of 
entrepreneurship. The yet-to-be imagined possibilities for transformation remain to be 
created and pursued. Erik sees great potential in incorporating entrepreneurial thinking 
and action into music teacher preparation, but acknowledges that new questions need to 
be asked: 
I don't think music teachers come in and ask the same questions that 
entrepreneurs do. I don't think music teachers come in and say, 'Let's look at the 
marketplace, or let's look at this field. What's missing? What do I bring? What is 
my mission? What are my .values? What are my goals in teaching?' [Depending 
on the answers to these questions], you're going to change what you do. You're 
going to change the repertoire you pick, you're going to change the way you 
teach, you're going to change the way they [the students] interact, you're 
probably going to change the physical space to accommodate different things [ ... ] 
But we're not asking those questions because we're never asked to ask those 
questions. Here [in the Sistema Fellows Program] we have to, otherwise, no one's 
having work.435 
Music education entrepreneurship as modeled by the Sistema Fellows, requires music 
educators to continuously ask these kinds of questions, whatever the teaching context. 
This kind of outlook needs to be embraced for what value it can bring music teacher 
preparation programs and the many constituencies they serve (pre-servic_e music teachers, 
435 Erik Holmgren (Education Director of the Sistema Fellows Program), in discussion with the 
author, August 8, 2011. 
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universities, public schools, and communities) , rather than feared for what traditional 
approaches might then be modified or altogether abandoned. 
Summary 
As a means to create new music education opportunities for a range of students 
who might not otherwise have been afforded them, the Sistema Fellows Program offers 
key options for strengthening the value that music education in the United States might 
be seen to provide. Firstly , it shows how music educators can create viable careers and 
impactful programs that are not necessarily connected to teaching in schools. Secondly, it 
prepares educators to acknowledge and address a range economic and social conditions, 
preparation that is not necessarily a part of traditional music teacher education. Thirdly, it 
provides in-depth local, national, and international perspectives on music education, and 
exposes the challenges and solutions that are being used in practice, by including 
internship experiences and active leadership and teaching opportunities for the Fellows. 
Fourthly, it addresses the development of creativity by actively encouraging and 
supporting imaginative and innovative solutions to problems in music education and in 
society. Fifthly , it cultivates a culture of possibility where participants are inspired to 
become agents of change and work to improve and even reinvent systems-such as 
music teacher preparation and traditional music education in schools-that may be in 
need of transformation. The Sistema Fellows Program's focus on value creation, risk 
taking, problem posing and problem solving, the development of creativity, and 
transformation of self, systems , and society holds potentially promising and powerful 
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ways forward for improving music teacher education in the United States. As a model of 
ensemble learning with musical , educational , and social aims, El Sistema may or may not 
succeed and have the kinds of dramatic economic, musical, and social impacts in the 
United States that it has had in Venezuela. The measurement of value creation and of the 
overall impact of the Sistema Fellows Program on musical, educational, social , and 
economic arenas in the United States is an area of research that will need to be explored 
in the future in order to understand and interpret the results of entrepreneurial thinking in 
this particular model of music teacher preparation. 
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Chapter6 
"Artist-Teacher-Scholar": Intellectual Entrepreneurship in Music-in-Education 
Music is too important to be left to the musicians .436 
Christopher Small 
Music education is too important to be left to music educators alone .437 
Wayne Bowman 
Introduction 
As discussed in chapter 3, over the past century, the definition of "music 
educator" has been limited, in academic settings , to include only those who plan to 
formally teach music within a classroom or rehearsal setting. However, a significant 
number of musicians who are trained as performers, musicologists , music theorists, and 
composers, also, at some point in their careers, are likely to find that teaching is a part of 
their work in music , perhaps, for example, as part of an orchestral outreach program, as 
part of a lecture-performance series, or as independent studio teachers or as artist faculty 
at a conservatory, university , or college. This chapter explores the idea of musicians 
expanding and embracing their teaching career options to view education as viable form 
of economic, personal, musical, and artistic fulfillment. The chapter also includes a 
consideration of music teaching opportunities available to music education majors who 
want to expand their role within and beyond the traditional pre-K-12 music teaching and 
436 Christopher Small , Music Society Education (Music Culture) (Wesleyan University Press , 
Middleton, CT: 1996), 214. 
437 Wayne Bowman , "Music Education and Post-Secondary Music Studies in Canada," Arts 
Education Policy Review 103 , no . 2 (December 2001 ), 11 . 
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learning setting. It begins with an examination of the model of Intellectual 
Entrepreneurship (IE) developed at the University of Texas at Austin and the role of the 
university in society. Entrepreneurship, in this model, is viewed as a means of 
empowerment for students to use their creativity and change agency as "citizen-scholars" 
to create value within and beyond the context of the university. The chapter continues 
with a discussion of the "artist-teacher-scholar" framework, used in the Music-in-
Education Concentration and Certificate at New England Conservatory and the Music-in-
Education National Consortium in New York and Boston, and its similarities to the IE 
model. Coincidentally , New England Conservatory happens to be a sponsor of two 
significant programs, including the Sistema Fellows Program that offer meaningful 
options for entrepreneurial pursuits in music education within the United States, evidence 
of the entrepreneurial ethos of the school. The chapter concludes with an exploration of 
the entrepreneurial potential present in initiatives to expand learning through music and 
to create broader community support for music education through the creation of 
partnerships between musicians, music educators, post-secondary schools, arts 
organizations , and public schools. 
Entrepreneurship in the University: Intellectual Entrepreneurship 
Intellectual entrepreneurship is a philosophical foundation that focuses on 
educating "citizen-scholars" and empowering students to become agents of change both 
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within and beyond the university's walls.438 The concept was developed by Richard 
Cherwitz, the founder and director of the Intellectual Entrepreneurship Consortium at the 
University of Texas at Austin. Intellectual entrepreneurship centers on four core values: 
vision and discovery, ownership and accountability, integrative thinking and action, and 
collaboration and teamwork. Cherwitz is outspoken about the role of the university in 
society and how entrepreneurship is relevant to it: 
Let's acknowledge that scholars are "intellectual entrepreneurs" -experts anxious 
to collaborate with their colleagues across disciplines and to form partnerships 
with the community to solve society ' s problems. As intellectual entrepreneurs, 
faculty recognize that service-the desire to make a difference-is the ethical 
imperative driving research and teaching as well as the principal products of these 
endeavors .439 
Beckman and Cherwitz state, "Intellectual entrepreneurship charges individuals to 
' contemplate who they are,' owning their education and applying their vision to systems 
of culture and society by using new discoveries to advance individual and community 
imperatives."440 Intellectual entrepreneurship incorporates entrepreneurial thinking into 
learning, and as a result of this, "students exploit their passions and professional 
commitments to discover knowledge of value both to academic disciplines and 
society ."441 It requires that the "apprenticeship-certification-entitlement" approach to 
438 Beckman and Cherwitz , "Intellectual Entrepreneurship as a Platform for Transforming Higher 
Education ," accessed July 25 , 2010, http://74.125.45 .132/search?q=cache:aiMBsBgm7TkJ: 
www .utexas.edu/diversity/news/archive/cherwitz_beckman_intellect.pdf: 91 . 
+%22entrepreneurial+thinking%22+music+education&hl=en&ct=clnk&cd=26&gl=us. 
439 Richard Cherwitz, "Creating a Culture oflntellectual Entrepreneurship" 
https://webspace.utexas.edu/cherwitz/www/ie/academe.html. (accessed July 25 , 2010). 
440 Beckman and Cherwitz, "Intellectual Entrepreneurship as a Platform for Transforming Higher 
Education ," 90. 
441 Cherwitz , "Creating a Culture oflntellectual Entrepreneurship." 
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education be supplanted with one that encourages "discovery-ownership-
accountability."442 In other words, "jobs are not predetermined outcomes or entitlements 
acquired after completing an education or attaining a certain level of proficiency. Instead, 
jobs are opportunities for intellectual entrepreneurs to realize their vision."443 Music 
teacher education programs could do more to help students develop visions for how they, 
as individuals, might apply their skills and talents in the realm of music education, rather 
than operating under the assumption that all music education majors are, or should be, 
destined for jobs in public schools. 
With respect to intellectual entrepreneurship's relevance to the university, John 
Campbell, a scholar of classical rhetoric, suggests: 
Intellectual entrepreneurship seeks to reclaim for the contemporary world the 
oldest strain in our common intellectual tradition: the need for thought and 
reflection in the midst of the world of action [ ... ]. When one brings together the 
demands for action and the equally unrelenting demands for reflection 
characteristic of the new electronic and global marketplace, the term "intellectual 
entrepreneur" describes a new form of union between the academy and the world 
and between the academy and its own deepest traditions.444 
Intellectual entrepreneurship, then, is also allied with the prized ideals of pragmatic 
philosophy: reflection, action, growth, and human agency. If, as Woodford describes, 
"Music teachers are viewed as intellectuals, social activists, and cultural workers charged 
442 Richard Cherwitz and Johanna Hartelius, "Making a Great 'Engaged' University Requires 
Rhetoric," Fixing the Fragmented Public University: Decentralization With Direction , Joseph Burke, Ed. 
(San Francisco, CA: Jossey-Bass, 2007): 283. 
443 Richard Cherwitz and Thomas Darwin, "Crisis as Opportunity: An Entrepreneurial Approach to 
Productivity in Higher Education." Enhancing Productivity in Higher Education, eds. Judith E. Miller and 
James Groccia, Eds (Boston, MA: Anker Publishing Company, 2005), 61-62. 
444 Richard Cherwitz and Charlotte Sullivan, "Intellectual Entrepreneurship: Vision for Graduate 
Education," Change (November/December, 2002): 27. 
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with transforming education and, ultimately, society ,'>445 then intellectual 
entrepreneurship might have great relevance in music teacher preparation programs. For 
example, the concept of the "citizen-scholar" is echoed in the core mission of the Music-
in-Education program at New England Conservatory. This program aims "to prepare 
students as complete 'artist-teacher-scholars ' by enlisting studio, theory, history, 
technology, and music education faculty to prepare students not only as better musicians, 
but as more effective teachers and missionaries for music in a wide range of educational 
contexts" with "entrepreneurial skills that are now a part of virtually every musician's 
career in music.'>446 Music-in-Education is one model of the synthesis of both intellectual 
entrepreneurship and music education entrepreneurship. 
Music-in-Education 
New England Conservatory (NEC) in Boston, Massachusetts, offers to all of its 
undergraduate and graduate students a program known as the Music-in-Education (MIE) 
Concentration that provides students with access to introductory courses in music 
teaching, as well as guided teaching internships. It is not considered a "music education 
major," which, in fact, no longer exists at NEC, but rather is a concentration open to 
students pursuing degree requirements in any major at the Conservatory, for example, in 
445 Paul Woodford, "The Social Construction of Music Teacher Identity in Undergraduate Music 
Education Majors ," in The New Handbook of Research on Music Teaching and Learning , edited by 
Richard Colwell and Carol Richardson (New York: Oxford University Press, 2002), 685. 
446 New England Conservatory, "Music-in-Education at New England Conservatory," accessed 
September 12, 2010, http: mieatnec.org/home.php . 
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performance, musicology, music theory, or composition. The MIE Concentration can 
lead to advanced teacher certification from the Massachusetts Department of Education, 
but the main mission of the program is "to encourage New England Conservatory 
students to pursue pedagogy, education, guided internships, and teaching to facilitate 
subsequent career opportunities with arts organizations, schools, and institutes of higher 
education."447 Music-in-Education is a means to both expand the role of the musician in 
society and to improve public school music education. However, as a model, it is quite 
unlike the traditional post-secondary music teacher preparation programs of the past 
century . Larry Scripp and Rena Subotnik assert that there are several skills that are not 
well addressed in conventional music teacher preparation programs but that are required 
of contemporary music educators and professional musicians in education outreach 
programs.448 Some of these are: 
• Providing a comprehensive array of educational experiences (voice and 
instrument instruction, improvisation, computer-assisted composing, cross-
cultural approaches to music, etc.) that extend beyond conventional general music 
and performance ensemble classes 
• Designing and implementing interdisciplinary music programs that connect with 
school-wide curricula and serve all students at every level of musical skill 
• Campaigning effectively for providing educational experiences in collaboration 
with community arts organizations (e.g. artist-in-residence programs) 
447 
"About the MIE Concentration," Music-In-Education, New England Conservatory, 
http://necmusic.edu/mie. 
448 Larry Scripp and Rena Subotnik "Directions for Innovation in Music Education: Integrating 
Conceptions of Musical Giftedness into General Educational Practice and Enhancing Innovation on the Part 
of Musically Gifted Students," The International Handbook on Innovation, ed . Larisa V . Shavinina, 
(Boston: Elsevier Science, Ltd , 2003) , 415-512, http://www .apa.org/ed/schools/gifted/innovation-music-
ed.pdf. 
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• Educating policy-makers on the ways in which music enhances other types of 
learning by identifying relevant research and presenting findings to support the 
existence of music education.449 
While not every one of these skills or orientations may be relevant to the interests and 
professional requirements of every music educator (the way, for instance, a course in 
brass methods may not be relevant to every music educator), they may offer possibilities 
for music teachers to work entrepreneurially in realms of music education, realms both 
within and beyond the pre-K-12 arena. The authors state: 
These skills require training more broadly based in artistry and scholarship-in 
addition to teaching-than what is typically offered in conventional music 
education programs. The gulf between the training of gifted musicians as 
performers and the need to prepare conservatory graduates as educators is 
revealed in a survey of recent graduates of the NEC. The results of this survey 
revealed an astonishing statistic: 85% of performance majors teach in some 
capacity, yet fewer than 5% had received pedagogical training.450 
Performance majors represent an untapped population for post-secondary music 
teacher preparation programs. In fact, the National Association of Schools of Music 
2010-2011 Handbook recommends that all music majors develop teaching skills.451 As an 
entrepreneurial approach to expanding and diversifying music teacher preparation and 
expanding the market for post-secondary music teacher education, programs might well 
include the offering of music education courses tailored to those music majors who may 
have an interest in, and an aptitude for teaching, but who may not have need for or 
interest in the traditional instrumental, choral, and general music education methods that 
449 Ibid. 
450 Ibid. 
451 National Association of Schools of Music 2010-2011 Handbook, (Reston, Virginia: National 
Association of Schools of Music, 2010), 88, http://nasm.arts-accredit.org/site/docs/Handbookl 
NASM_HANDBOOK_2010-ll_T.pdf. 
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are typically required in most post-secondary music education degree programs. Eric 
Booth, who leads the interdisciplinary Art and Education Program at The Juilliard School 
of Music, describes the importance of helping performers bridge the perceived gap 
between "artist," that is, one whose primary focus is on the performance or composition 
of music, and "educator," whose primary focus is on teaching others about music and 
how to perform music, and to expand their imaginations to include images of what it can 
mean to be an educator beyond those models of teachers they experienced in school 
music.452 The premise of Music-in-Education encourages a critical evaluation of the 
effectiveness and the relevancy of the conventional music education degree as it is still 
offered at many post-secondary institutions. Scripp, Founding Chair of the Music-In-
Education Program at NEC, describes a professional employment landscape that no 
longer guarantees a job for what music education majors have traditionally been, and are 
still prepared for, namely, teaching in public schools that generally have large-ensemble 
choral, band or orchestra programs, or general music programs. With a nod to the 
entrepreneurial thinking and action required by contemporary graduates, including 
vocationally trained music education majors, he emphasizes the importance of college 
conservatories preparing graduates to become more self-reliant and to prepare to create 
their own job opportunities.453 
In 2009, the School of Continuing Education at NEC also began offering a Music-
452 Eric Booth, "The Teaching Artist and the Artistry of Teaching," Journal for Learning Through 
Music (Summer 2003): 18. 
453 Larry Scripp, "From Mentorship to Empowerment: Guided Internships as Entry Points to 
Music-in-Education," Journal for Music-in-Education 2007: 53 . 
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in-Education Certificate Program to the broader music education community outside of 
NEC degree programs. The Certificate Program, like the Concentration, seeks to develop 
"artist-teacher-scholars" who can serve as effective teachers and agents of change within 
school communities.454 Artistry, teaching, and scholarship are defined by Scripp and 
Subotnik as follows: 
• Artistry- the ability and desire to engage and command artistic processes 
resulting in high-quality musical performance, composition, listening and 
reflective thinking skills, as well as knowledge of musical works, creative 
processes, and learning skills that can be applied to a wide range of disciplines 
• Teaching-the ability and desire to provide effective instruction, coaching, 
and personal mentoring in a range of musical settings as well as abilities as a 
public presenter or liaison at presentations of diverse musical works 
• Scholarship-the ability and desire to generate inquiry, research, and 
reflection on one's personal artistic and educational work while taking into 
account other perspectives , including a wide range of historical , psychological, 
social , and artistic sources.455 
Originally conceived to develop highly trained performers and composers into valuable 
educational resources for schools, the Artist-Teacher-Scholar framework serves as a 
foundation for synthesizing (1) an acquisition of an understanding of artistic experience, 
processes, and skills, (2) a deepening of this understanding through the experience of 
facilitating learning experiences for others, and (3) an expansion of the impact of this 
understanding still further through "action research processes that engage personal 
inquiry, investigation, and documentation processes that result in evidence of learning on 
454 
"Music-in-Education Certificate," Music-in-Education, New England Conservatory, 
http://necmusic.edu/ce/certificate/mie (accessed, August 15, 2011). 
455 Scripp and Subotnik, "Directions for Innovation ," http://www .apa.org/ed/schools/gifted/ 
innovation-music-ed.pdf. 
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the part of both the teacher and their students in schools."456 
One of the important aims of the Music-in-Education program has been to 
broaden the impact of music education in schools beyond a specialty to incorporate it into 
the whole curriculum and to find interdisciplinary connections that can strengthen the 
way in which music is perceived to contribute to a school's overall curricular goals. 
Music-in-Education National Consortium (MIENC) 
In 2000 the Music-in-Education National Consortium (MIENC) formed as a 
partnership of post-secondary schools of music, schools of education, arts organizations, 
and public schools whose mission is "to promote the evolution of music teaching and 
learning practices, advocacy, research, and policy, so that music can provide its essential 
contribution to promoting a culture of equity and excellence in every school."457 The 
main premises are (1) that music should be at the center of education and school reform, 
(2) that "learning through music" is an effective means of improving learning in all 
disciplines and strengthening school communities, and (3) that all children, not just the 
"talented few" are deserving of a high-quality musical education.458 
The guiding principles of the Consortium reveal an orientation toward intellectual 
456 
"Music-in-Education's Ten Guiding Principles," July 20, 2008, 
http://m usicl earningleadershi p .com/book/2008/07 /music-in-education-national-consorti urn' s-ten-guiding-
principles/. 
457 
"Music-In-Education: About," Music-In-Education National Consortium, http://music-in-
education.org/about/ . 
458 Larry Scripp, "Preface," Journal for Learning Through Music 2 (2003), 1-7. 
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entrepreneurship in that they include a focus on an interdisciplinary view of how music 
fits into a public school curriculum, how collaborative networks can be designed to 
strengthen the position and relevance of music education in schools, expansion of 
experiential education to include community-based teacher preparation opportunities, 
assessment of the value and impact of learning through music on individuals and the 
community, and support for a scaling up of programs, resources, and partnerships that 
can contribute to school reform. The MIENC currently has partnerships with schools, 
professional orchestras, arts organizations and post-secondary music schools in Boston, 
New York City, Chicago, Minnesota, California, Nebraska, and Georgia. According to 
David Myers, who was associated with the Consortium during his tenure as a professor of 
music education at Georgia State University, the MIENC's emphasis on collaborative 
work is "transformative" in that it can change "the way we do music education" while 
also transforming children, teachers, perceptions of value, musicians, institutions 
(schools, symphony orchestras, universities, etc.) and resulting in the improved "musical 
well-being" of our society .459 
Two of the core elements of intellectual entrepreneurship- integrative thinking 
and action, and collaboration and teamwork-are expressed in the stated mission of the 
Music-in-Education (MIE) Consortium. These values were evident in the MIE program at 
Georgia State University, which, from 2000-2007, was integrated with Sound Learning, a 
partnership among the Atlanta, Fulton County, and Decatur City Schools, The Atlanta 
459 David Myers , "Evolution and Collaboration: A New Paradigm for Teacher Preparation ," 
Journal for Music-in-Education 2 (2007): 57. 
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Symphony Orchestra, freelance professional musicians, and the Center for Educational 
Partnerships.460 Sound Learning coordinates the resources of the partnering organizations 
in an effort to support excellence in music teaching and learning.461 Students majoring in 
music education, performance, and composition are fostered in the Sound Learning 
model through direct instruction, mentoring, observation, and guided internships, and 
students are introduced to career opportunities that include traditional school music 
teaching, community engagement work with schools, community organizations, 
professional arts organizations, and private studio teaching.462 
Music-in-Education and Entrepreneurship: Common Threads 
By challenging the conventional divisions between music majors (performance, 
music education, composition, and musicology, for example), MIE is an example of 
curricular change in post-secondary music teacher preparation and stands as a model of 
intellectual entrepreneurship within the realm of music education. As Myers observes, 
By uniting students from disciplines within music and enlarging their self-views 
regarding career opportunities, MIE extends the traditional, often isolated, role of 
the music specialist and invites performers and composers to be active 
participants in ensuring strong music education programs in their schools and 
communities. Empowering future music specialists to be leaders in developing 
communities of institutions and individuals who collaboratively implement music 
460 David Myers, "Evolution and Collaboration: A New Paradigm for Teacher Preparation," 
Journal for Music-in-Education 2 (2007): 57. 
461 Ibid. 
462 Ibid., 57-58. 
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programs potentially raises the profile of the specialists within the school and 
builds a community-wide investment in music education. Collaboration mindsets 
and skills that advance meaningful connections among those who perform, those 
who teach, and those who learn may be crucial to maintaining vital musical 
cultures in our communities and to advancing seamless music-learning cultures 
between our schools and our communities.463 
Preparing future music teachers for leadership roles in the creation of partnerships 
within and beyond the school setting could be a positive step forward in developing the 
entrepreneurial potential of music educators. Also, expanding traditional music teacher 
preparation programs to include options for performers and composers might lead to new 
and progressive approaches to teaching and might result in a broader "customer base" of 
people who recognize value in music education and call for an expansion and 
strengthening of support of music education opportunities in their communities 
Summary 
This chapter has centered on the concept of intellectual entrepreneurship and has 
examined some of the ways in which the model of Music-in-Education works to prepare 
musicians to embrace their roles as intellectual entrepreneurs who view teaching as an 
important component of a musical career. In focusing upon developing individuals as 
artist-teacher-scholars, this approach encompasses a range of attitudes and actions that 
help students experience the benefits of entrepreneurial thinking and action in terms of a 
collaborative, experiential, interdisciplinary, reflective, relevant, and value-creating 
463 Ibid ., 58. 
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endeavor. Music-in-Education, with its focus upon learning through music, also expands 
the role that music education can play in schools and communities. Through the 
formation of partnerships among musicians, teachers, post-secondary schools, arts 
organizations, and public schools, it develops collaborative networks that could lead to 
the strengthening of music education's impact in society. By actively expanding music 
teacher preparation opportunities to music majors who wish to teach but are not 
interested in working as full-time music educators in a traditional pre-K-12 music 
teaching setting, Music-in-Education stands as an entrepreneurial model of music teacher 
preparation that addresses the career needs and interests of an expanded community of 
music teachers who do not fit the current, traditional academic definition of what a music 
educator is and does. Traditional music teacher preparation programs might consider 
Music-in-Education as viable means of reaching a greater audience of potential music 
teachers, thereby using entrepreneurial thinking and action to create value for new 
"customers" (musicians outside the music education major) and to add value to the 
experience of existing "customers" (music education majors). 
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Chapter7 
Music Education Entrepreneurship: Ideas for Action 
Introduction 
While the Music-in-Education concentration at New England Conservatory 
provides a program-wide example of entrepreneurship education in undergraduate music 
education, there are several additional important, if perhaps smaller-scale efforts 
currently at work within certain undergraduate music and music education programs 
throughout the United States. This chapter providd specific, practical examples of how 
certain universities have begun implementing entrepreneurship education within the 
context of a music degree. Current efforts in place throughout the United States include 
an entrepreneurship minor, entrepreneurship institutes and academies, a method of arts 
entrepreneurship education called !'mART, entrepreneurial mentorship , entrepreneurship 
case study analysis, short-term seminars in entrepreneurship, and music education 
projects happening in a variety of communities and contexts internationally. The chapter 
continues with a description of specific programs in effect within the music education 
department at the University of North Texas that are helping pre-service music teachers 
to expand their perspectives to include knowledge of and experience with entrepreneurial 
music education endeavors connected to the community in a variety of ways. A 
discussion of the New Horizons International Music Association, founded by Roy Ernst 
at the Eastman School of Music, is included within the context of the programs at UNT. 
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While the New Horizons Bands, an entrepreneurial music education venture that expands 
group music-making opportunities to adult learners, is worthy of consideration on its own 
as an example of music education entrepreneurship, it is included with the programs at 
UNT because of its specific connection to this particular university music teacher 
education program, and as one example of the many entrepreneurial music teacher 
preparation endeavors that happen to exist within this particular music teacher education 
program. The chapter includes a brief examination of a variety of national and 
international community music projects as a means of exposing the many possibilities of 
music education entrepreneurship currently in action throughout the world. 
Re-envisioning the Music Education Degree 
If entrepreneurial thinking is to become a component of music education 
programs, some important changes need to be considered with regard to existing music 
education degree requirements. Douglas Dempster, in considering a similar issue in the 
incorporation of entrepreneurship into music performance degree programs, warns 
against the impulse to attempt to fill in a missing skill set or realm of information by 
piling on more requirements or to "codify best practice and create an accreditation 
standard that will assure that all graduates once again share indistinguishable skills and 
competencies."464 His observations, while criticizing the inadequacies of degree programs 
464 Douglas Dempster , "Some Immodest Proposals (and Hunches) for Conservatory Education," 
in Disciplining the Arts: Teaching Entrepreneurship in Context, ed. Gary Beckman (Lanham, Maryland: 
Rowman and Littlefield, 2011), 9. 
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with respect to students' future employment, hint at the kinds of curricular changes that 
are needed: 
What makes little sense is expecting that we can drive students through four or 
five or six years of a highly regimented curriculum that affords few choices and 
asks for little individual initiative, and then expect them to flourish in a world that 
rewards creativity, opportunism, experimentation , and distinctiveness more than 
anything else-in short, an entrepreneurial world .465 
Dempster argues against layering on more and more "indispensable" skills and 
suggests that teacher educators retreat from the "expectation of comprehensiveness."466 
He states , "we . .. need to encourage greater difference among our graduates-different 
talents, concentrations , and career trajectories-rather than seeking to drive every student 
down the same career preparation tracks."467 For music teacher education, this will mean 
that music education programs need to be examined for their relevancy according to the 
talents and interests of those students seeking to become certified music teachers. Music 
teacher educators should survey the landscape for contemporary music teaching and 
learning needs and interests of individuals and communities. Some of these learning 
needs and interests have not yet been fully acknowledged or embraced in music teacher 
preparation programs.468 Music education degrees, thus, could be expanded to 
acknowledge the many teaching opportunities that might be available to graduates if they , 
as students, were encouraged to imagine , create, and develop them. As discussed in 
465 Ibid . 
466 Ibid . 
467 Ibid . 
468 See page 27 of thi s document . 
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chapter 5, the Sistema Fellows Program, as an example of post-secondary music teacher 
preparation, focuses on this type of development of an entrepreneurial perspective in 
music education. Undergraduate music education students, supported by mentors within 
music teacher preparation programs, could conceivably expand the depth and breadth of 
music education currently available to those who seek it or who might be potential 
"customers" for music learning both within schools and school settings. 
Where to Begin? Preparing the Entrepreneurial Perspective 
A review of current entrepreneurship programs and projects in music and other 
arts in post-secondary education 469 reveals several paths for the incorporation of an 
entrepreneurial focus into the preparation of music educators. From the development of a 
minor in entrepreneurship, to the creation of partnerships with community music 
education organizations, to an overall shift toward entrepreneurial thinking in all courses, 
there are myriad ways to address the need for developing the entrepreneurial potential of 
future music teachers. 
The Interdisciplinary or Entrepreneurship Minor 
469 In addition to the programs listed in footnote number 1 in chapter 1, several perspectives on the 
incorporation of entrepreneurial thinking into post-secondary music programs are outlined in Beckman's 
recent book, Disciplining the Arts: Teaching Entrepreneurship in Context (Lanham, Maryland: Rowman 
and Littlefield , 2011). 
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James Nie describes a proposal for a minor that can add breadth to students' 
studies in their chosen major while addressing issues relevant to entrepreneurship. For 
the minor, students are required to take courses in each of the following academic 
domains: anthropology, physics, sociology, and economics, along with two elective 
interdisciplinary courses in order to develop a broad understanding of the ecology in 
which one is to pursue entrepreneurial endeavors.470 Music education scholars including 
Elliott, Westerlund, Woodford, and Humphreys471 and others472 have also emphasized the 
need for music teacher education to broaden to include such courses as philosophy, 
sociology, critical pedagogy, and anthropology, thus expanding its purpose as one of 
"intellectual pursuit" in an effort to produce what Dewey might consider an "ideal 
teacher."473 This aligns well with the aims of intellectual entrepreneurship, particularly 
470 James Nie, "Music and Entrepreneurship in the Liberal Arts: A Model for an Interdisciplinary 
Minor to Augment Current Music Curricula," in Disciplining the Arts: Teaching Entrepreneurship in 
Context, ed. Gary Beckman, (Lanham, Maryland: Rowman and Littlefield, 2011) , 135. 
47 1 David Elliott, Jere Humphreys, Heidi Westerlund , and Paul Woodford are among those cited by 
Ilkay Ebru Tuncer Boon as scholars who suggest that music education as a profession needs to expand its 
self-image to include one of "intellectual pursuit." In "Toward a Useful Synthesis of Deweyan Pragmatism 
and Music Education," Visions of Research in Music Education 14, www-
usr.rider.edu/~vrme/v14n1/vision/Boon.Final.pdf, 20.(accessed May 30, 2011). 
472 The MayDay Group, for example, is a group of international music education scholars that 
maintains a set of seven "Action Ideals" for music education. Action Ideal number 5 states: "In order to be 
effective, music educators must establish and maintain contact with ideas and people from other 
disciplines. The dominant model of study and research in music and music education minimizes the 
relevance and applicability of influences from outside music The intellectual and pragmatic narrowness and 
limitations of this model have led music teachers and musicians to an insularity that has isolated them from 
communication with others in the arts and sciences and from the other helping professions, and thus from 
the general public. Future teachers and musicians should apply valuable views from other fields to the 
problems that musicians and educators regularly face. "Action Ideals Explained," Action for Change in 
Music Education, http://www .maydaygroup.org/php/actionidealsexplained.php#5. 
473 Ilkay Ebru Tuncer Boon, "Toward a Useful Synthesis of Deweyan Pragmatism and Music 
Education," Visions of Research in Music Education 14, no.l (2009), accessed May 30, 2011, www-
usr .rider .edu/~vrme/v14nllvision/Boon.Final.pdf. 
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the idea of interdisciplinary connections, previously described. As Nie explains, these 
courses fulfill general education requirements474 while adding important information, 
such insight into human beliefs and values, social interactions, cultural and historical 
contexts, and economic and political environments that affect entrepreneurs and those for 
whom they create value, that could be useful to a student's entrepreneurial perspective:475 
At its core, the minor is intended to help students understand that an entrepreneur 
sees the world as unlimited and flexible-a malleable object that can conform to 
her or his professional and artistic will. This broader worldview provides the 
foundation for opportunity recognition-a recurring tenet in entrepreneurship 
scholarship .476 
One concrete example that embraces this broader view is the recently established music 
entrepreneurship minor at the University of South Carolina. It includes the following 
courses: 
• Introduction to the Music Economies-an examination of the for-profit and non-
profit music industries, their business models and the results of these models 
• Entrepreneurship in Music-development of a self-selected music venture 
474 The 2010-2011 edition of the National Association of Schools of Music handbook outlines 
important interdisciplinary connections between forms of inquiry outside of music and their connections to 
music study . Although the following list does not explicitly mention music education as a specialization, it 
is arguable that each listed discipline might be useful and applicable to a music education major's course of 
study: "Many areas of inquiry from general education are directly supportive of various specializations in 
music. Language study is essential to the student majoring in voice performance or music history, computer 
science may be important to the music major concentrating in music theory or composition, biology and 
human physiology have direct application for the student in music therapy, courses in anthropology may 
complement work in ethnomusicology, and various types of historical studies apply directly to such music 
specializations as music history or sacred music. National Association of Schools of Music 2010-2011 
Handbook, http://nasm.arts-accredit.org/site/docs/Handbook/NASM_HANDBOOK_20 1 0-11_ T .pdf, 87. 
475 James Nie "Music and Entrepreneurship in the Liberal Arts: A Model for an Interdisciplinary 
Minor to Augment Current Music Curricula," in Disciplining the Arts: Teaching Entrepreneurship in 
Context, ed. Gary Beckman, (Lanham, Maryland: Rowman and Littlefield, 2011), 135. 
476 Ibid. 
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• Seminar in Music Entrepreneurship- analyses of arts enterprises through the 
use of case studies and the development a feasibility study that tests whether a music 
business might be economically viable 
• Music Leadership Practicum-development of an entrepreneurial music 
leadership project in the Columbia, South Carolina community. 
Within the syllabi for these courses, it is interesting to note that many of the 
"entrepreneurial music leadership projects ," and "self-selected music ventures," given as 
examples actually center on music education projects, for example: "developing a brief 
music advocacy program to impact a vote on music funding in public schools," 
"organizing a team of students to augment the music education of a Title 1 school,"477 
"starting a teaching studio," and "starting a community-based music school."478 Perhaps 
some of the most economically viable and stable careers in music are actually careers in 
music education. 
Within the context of the music education degree, Nie's observations above 
resonate to support the idea that post-secondary music teacher preparation programs can 
and must do more to broaden the potential of future music educators to extend the reach 
and value of music education to a greater number of people in a greater number of 
situations. Within the context of a liberal arts school Nie observes, 
[A]cademia possesses extreme intellectual assets that can impact students and 
society far more than they do now, yet it acts as if the promise of a liberal arts 
education is no more than a quaint, ivy-covered ideal. Is this because the academy 
does not want to assert these assets or prove its potential?479 
477 Title I, Part A (Title I) of the Elementary and Secondary Education Act, as amended (ESEA) , 
pmvides financial assistance to local educational agencies (LEAs) and schools with high numbers or high 
percentages of children from low-income families to help ensure that all children meet challenging state 
academic standards, http:/ /www2.ed .gov /programs/titleiparta/index .html. 
478 Gary Beckman, email message to the author, March 21, 2011. 
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The impetus for my own view that entrepreneurship education needs to be a part of music 
teacher preparation stems from the belief I have that students who choose to attain a 
degree in music education should use their intellectual and musical resources to 
dramatically and positively impact society. However, frequently, due to irrelevancy of 
program aims , out-of-touch curricular requirements, and a tendency for most music 
teacher preparation programs to perpetuate the status quo,480 students ' own intellectual 
assets, creativity and potential for change agency (like that of the universities to which 
Nie refers), are perhaps being ignored or stemmed. Entrepreneurial thinking and action 
provide a flexible , adaptable framework and foundation upon which to imagine, create, 
and respond to changes in music education and music teacher preparation no matter the 
decade. 
Entrepreneurship Institutes and Academies 
Several post-secondary institutions in the United States sponsor "centers" or 
"institutes" of entrepreneurship or leadership where students are encouraged to pursue 
their entrepreneurial visions and are given various forms of support to realize their plans. 
Examples of these include the Center for Music and Arts Entrepreneurship at Loyola 
University, the Carolina Institute for Leadership and Engagement in Music, The Center 
479 James Nie "Music and Entrepreneurship in the Liberal Arts: A Model for an Interdisciplinary 
Minor to Augment Current Music Curricula," in Disciplining the Arts: Teaching Entrepreneurship in 
Context, ed . Gary Beckman, (Lanham, Maryland: Rowman and Littlefield, 2011) , 137. 
480 See chapter 3 of this document. 
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for Entrepreneurship in Liberal Education at Beloit College, The Entrepreneurship Center 
for Music at the University of Colorado at Boulder, the Institute for Music Leadership at 
the Eastman School of Music at the University of Rochester, the Entrepreneurial 
Musicianship Program at the New England Conservatory, and an important effort not 
associated with a post-secondary institution-a two-year graduate certificate program in 
Arts Entrepreneurship at the Institute for Arts Entrepreneurship in Chicago. 
Douglas Dempster, the founder of the Arts Leadership Program at the Eastman 
School of Music, acknowledges that the capacity for entrepreneurial thinking and action, 
and of doing social good has a long history in formal music education. He notes that 
"early music conservatories in sixteenth- and seventeenth-century Venice and Naples 
were created out of orphanages and infirmaries-a business plan hitched to musical 
aspirations in the service of a greater social good"481 and observes that the social impact 
of these programs was not dissimilar to Venezuela's El Sistema program of music 
education. Indeed, the Neapolitan conservatories were among the first to discover the 
profit-making activity that music afforded and encouraged their students to earn money 
by performing beyond the conservatory walls.482 Thus the social and educational roles of 
the early conservatories led also to economic results and financial value for both the 
481 Douglas Dempster, "Some Immodest Proposals (and Hunches) for Conservatory Education," in 
Disciplining the Arts: Teaching Entrepreneurship in Context, ed . Gary Beckman (Lanham, Maryland: 
Rowman and Littlefield, 2011), 6. 
482 William Weber, eta!. "Conservatories," in Grove Music Online. Oxford Music Online, accessed 
June, 14, 2011, http://www .oxfordmusiconline.com.ezproxy .bu.edu/subscriber/article/grove/music/41225 
(accessed June 14, 2011) . 
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students and the teachers.483 This same phenomenon is visible in El Sistema where the 
social, musical, and educational aims of the program have also contributed to the 
development of jobs and opportunities that did not exist before, or were not accessible to 
students prior to their participation in the program.484 Twenty-first century music teacher 
preparation programs might build upon heritages from the early conservatories by 
encouraging and enabling students to seek out opportunities for music education to create 
social value and economic value. Dempster describes the Arts Leadership Program, now 
part of the Institute for Music Leadership at Eastman, as an "early entrepreneurship 
initiative that was meant to empower students to take control of their career prospects and 
to inspire them in the process to fill leadership roles throughout the ecosystem of the 
arts."485 He attributes the success of the program to several factors including a focus on 
providing professional paid internships during the transition from the last years of formal 
education to the first years of professional experience, efforts to distinguish and honor 
participating students, a focus on helping students understand the relevancy of their 
formal education in the context of their initial professional experiences, a high degree of 
flexibility that allows for the individualization of curricular work, and efforts to raise 
significant funds to underwrite paid internships and grants.486 
483 Ibid. 
484 Hollinger, "Instrument of Social Change." 
485 Douglas Dempster, "Some Immodest Proposals (and Hunches) for Conservatory Education," in 
Disciplining the Arts: Teaching Entrepreneurship in Context , ed. Gary Beckman (Lanham, Maryland: 
Rowman and Littlefield, 2011), 7. 
486 Ibid. 8. 
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The Arts Leadership Program as it exists today at Eastman is open to all music 
majors, including music education majors. This model might be explored in other 
universities and conservatories as a means to encourage music education students to 
develop new and innovative music education projects. 
!'mART 
As a way to prioritize entrepreneurship within music teacher preparation 
programs, music teacher educators need to consider how to help students best assess and 
access their creativity, leadership, and unique abilities and interests. Kevin Woelfel, 
formerly the Director of the Entrepreneurship for Music at the University of Colorado at 
Boulder, and currently Director of the Lionel Hampton School of Music in Idaho, 
advocates a method for incorporating entrepreneurship into arts education called !'mART 
The acronym stands for Introspective analysis, Market analysis, Asset assessment, 
Response formulation , and Takeoff. He praises the concept of entrepreneurship 
education and its effectiveness as a tool for creating new consumers and expanding 
market size for one's product, and he notes that sending musicians to business school to 
learn entrepreneurship skills toward this end may not be appropriate for musicians. 
According to Woelfel, the !'mART approach differs from the typical entrepreneurial 
process of "emergence, start, grow , manage, and harvest" found in some business school 
contexts and is particularly appropriate to the unique needs of musicians.487 The 
487 Kevin Woelfel "!'mART: A Framework for Artists to Evaluate Opportunities ," in Disciplining 
the Arts: Teaching Entrepreneurship in Context , ed. Gary Beckllan (Lanham, Maryland: Rowman and 
Littlefield , 2011) , 154. 
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following bullet point summary describes the concepts behind the individual letters in the 
acronym. 
• Introspective Analysis-This aspect involves students considering what their 
individual goals are, along with their lifestyle preferences, and "creative temperaments," 
in order to begin to understand what kind of opportunities might be right for them to 
pursue. Music education majors would be asked to consider what type of music teaching 
is right for them. Often students have preferences as to whether they wish to teach 
elementary or secondary school students, but rarely are options expanded beyond school-
aged (and in-school) students. There could be an entire market for homeschooled 
students, or for ensemble music education afterschool, as featured in the El Sistema 
model. 
•Market Analysis-This component involves research on demographic and 
consumption statistics in order to assess a potential market and develop services and 
products for clients and consumers. For a music educator, this involves surveying the 
landscape of potential needs and interests for music learning in a chosen "market" from 
preschool to senior citizens. 
• Asset Assessment-Woelfel states that asset assessment refers to both financial 
resources but also "other tangible and intangible assets, which may include personal 
attributes, educational attainment, training, or any other resources that can be leveraged 
in the pursuit of an opportunity .'>488 1t is also the place where one can explore how to 
obtain additional needed resources. 
488 Ibid. 
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• Response Formulation-This is the point at which the student decides what to 
do about a given opportunity. "Valid responses would include no response, an intuitive 
guess to proceed or not, developing a feasibility study or a detailed business plan, and so 
on ." 489 
• Takeoff-Whereas many business ventures are ended by a "harvest" where they 
are sold for profit, this phase refers to the "continuous evaluation of an opportunity" and 
is used to monitor whether a given pursuit is "meeting the needs of the user."490 The three 
models discussed previously, the Sistema Fellows Program, Musical Futures , and Music-
In-Education, provide examples of research in music education where there is consistent 
monitoring to see whether the programs are meeting the needs of the students and 
teachers involved. 
Throughout this process, Woelfel notes that mentorship by an experienced 
educator and/or entrepreneur is recommended and that practice of the process is more 
likely to lead to positive results. Woelfel states, "I'm ART is a lens through which artists 
can view the fundamentals of entrepreneurship.lt is a variant of traditional 
entrepreneurial theory that more closely aligns with the artistic learning process."491 
Practice of this particular framework might be valuable when incorporated into courses , 
studios, and administrative decision-making and might contribute to an environment that 
fosters entrepreneurship in music education. 
489 Ibid ., 156. 
490 Ibid. 
49 1 Kevin Woelfel, " /'mART: An Opportunity Evaluation for Artistic Temperaments ," available at 
http://www .artsstart.org/imart.html . 
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Entrepreneurial Mentorship 
The fostering of entrepreneurship can happen in a one-to-one relationship 
between a mentor and mentee, for instance, as in the relationship between a private studio 
instructor and a student musician, or an adviser and advisee, or a master teacher and a 
student teacher. Such a relationships are, according to Jonathan Kuuskoski, excellent 
places to use what he terms "entrepreneurial mentorship" to the benefit of both the 
student and the teacher. He describes entrepreneurial mentorship (EM) in terms of its use 
in piano pedagogy stating, 
[Entrepreneurial mentorship] acknowledges that that pianists learn to develop 
their philosophies about music (from technical, interpretational, and pedagogical 
standpoints) primarily though the teacher-student relationship. As such, this same 
relationship has a profound impact on the personal vision of each student toward 
potential arts careers. Furthermore, EM realizes that a greater awareness (on the 
part of the pedagogue) of the powerful influence he or she may carry may be 
better utilized to foster creativity .492 
In the context of preparing music education majors, this perspective suggests that 
students will become more independent, confident, and capable educators through 
mentorship and the "nurturing of continual intellectual, musical, and philosophical self-
evaluation and assessment."493 For pianists, Kuuskoski claims that this results in students 
who are more prepared to enter the professional world and realize their artistic 
492 Jonathan Kuuskoski, "The Compleat Pianist: Leveraging Entrepreneurial Mentorship to Foster 
a Renewed Vision of Piano Pedagogy," in Disciplining the Arts: Teaching Entrepreneurship in Context, ed . 
Gary Beckman (Lanham, Maryland: Rowman and Littlefield, 2011), 103. 
493 Ibid. 
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capabilities. While mentorship in music teacher education has been studied in the context 
of new teachers entering the profession to work in the pre-K-12 school setting,494 
mentorship for those interested in working in music education situations beyond the 
school setting has not been extensively researched. With programs such as those offered 
at New England Conservatory with Music-in-Education and at the University of 
Greenwich in the Musicians-in-Education programs described in chapter 6, as well as the 
Sistema Fellows Program in chapter 4, there are opportunities for researchers to study 
how mentorship in settings beyond the traditional classroom can help develop the 
entrepreneurial capacity of music educators. Kuuskoski suggests that entrepreneurial 
mentorship can help students recognize "their responsibility to the world and, ultimately, 
encourage them to find ways of contributing (through innovative and impactful musical 
pursuits) to the betterment of society .'>495 Helping music teachers create such ways of 
contributing to and bettering society, through music education pursuits within and beyond 
the pre-K-12 classroom and rehearsal hall, is the major aim of entrepreneurial thinking in 
music education. Entrepreneurial mentorship offers a way forward in this regard. 
Entrepreneurial Advisers 
494 Susan Conkling and Warren Henry, "Professional Development Partnerships: A New Model for 
Music Teacher Preparation ," Arts Education Policy Review, (March 1999) , 100, no. 4 1-23; Jay Jacobs , 
"Constructing a Model for the Effective Mentoring of Music Educators," Journal of Music Teacher 
Education 17, no. 60 (Spring 2008), 60-68 . Colleen Conway, Great Beginnings for Music Teachers : 
Mentoring and Supporting New Teachers, Lanham, MD: Rowman and Littlefield, 2003; Patti Krueger, 
"New Music Teachers Speak Out on Mentoring," Journal of Music Teacher Education 8, no. 2 (Spring 
1999) 7-13; 
495 Kuuskoski , "The Compleat Pianist," 110. 
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New England Conservatory's Entrepreneurial Musicianship Program includes a 
component that matches entrepreneurial advisors with students at the conservatory who 
are interested in developing entrepreneurial pursuits. In the entrepreneurial 
adviser/advisee relationship, students are paired with individual entrepreneurs outside of 
the school, who may or may not be alumni, but who are able to advise a student in ways 
that are relevant to their choice of career. The adviser can be, but need not be a music 
educator or a musician who can offer advice and experience with regard to guiding a 
student's efforts at entrepreneurship in music education. This relationship bears 
similarities to the entrepreneurial mentorship relationship described above in that it is a 
means for a student to find support for their ventures and to learn from an experienced 
guide. However, it differs from mentorship because the adviser is not necessarily in the 
field of music education and because it is not designed to involve the number of hours 
usually associated with mentorship. Rachel Roberts, Director of the Entrepreneurial 
Musicianship Program at NBC, oversees a program of 125 entrepreneurial advisers for 
music students. Fifty percent of the advisers are alumni of NBC, while the other fifty 
percent are drawn from faculty, staff, and other professionals outside of NBC who are 
interested in being a part of the program. According to Roberts, the program has helped 
students build skills for which they tended to need the most support including marketing 
and communication skills .496 
Case Study Analysis 
496 Rachel Roberts, in discussion with the author , August 8, 2011. 
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In traditional business schools, and entrepreneurship programs in the United 
States, case-study analysis is a primary method for teaching core concepts.497 In order to 
broaden and deepen the perspectives of their students, music teacher educators might 
consider using case studies of entrepreneurial music teachers who are doing exceptional 
work in both Pre-K-12 school settings as well as in community settings. Musicologist 
Mark Clague uses Lowell Mason as a case-study for his students of an entrepreneur who 
developed a "portfolio career"498 as a musician, composer, arranger, conductor, and 
educator and used his background in marketing and banking to link "social benefit to 
financial gain, allowing him to expand the reach and scale of his projects to affect more 
people and make more money ."499 Richard Crawford profiles Mason as an educator who 
made teaching financially profitable. According to Crawford, Mason was financially 
successful and widely influential largely because of his work as a teacher and a 
distributor of music: 
The key lay in the large scope of projects [Lowell] tackled , which were often too 
big to handle alone. From the time he began children's classes, Mason used 
497 Thomas Kelland, "The Importance of Case Studies in Arts Entrepreneurship Curricula," in 
Disciplining the Arts: Teaching Entrepreneurship in Context, ed. Gary Beckman (Lanham, Maryland: 
Rowman and Littlefield, 2011), 161; Donald Kuratko and Richard Hodgetts , Entrepreneurship: Theory, 
Process, Practice, Sixth ed., (Mason, Ohio: South-Western, 2004). 
498 This concept is was first introduced and described by the Irish author on management, Charles 
Handy , as "a mix of different bits and pieces of work, some for money, some for fun, some for free ." "The 
Handy Guide to the Gurus of Management," BBC Learning English Programme 2 Charles Handy accessed 
August 9, 2011, http://downloads.bbc.co.uk/worldservicellearningenglish/handy/handy .pdf. It is interesting 
to note that Lowell Mason, as a "portfolio worker" did work, unpaid, in his first year of teaching in the 
Boston Public Schools. Don Randel , "Lowell Mason," The Harvard Biographical Dictionary of Musicians 
(Belknap Press of Harvard University Press , 1996): 561. 
499 Mark Clague 167-176 "Real-World Musicology: Integrating Entrepreneurship throughout the 
Music Curriculum and Beyond," in Disciplining the Arts: Teaching Entrepreneurship in Context, edited by 
Gary Beckman (Lanham, Maryland: Rowman and Littlefield, 2011), 172. 
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assistants, and by 1844-45 he was teaching singing in six Boston public schools, 
while supervising ten assistants who taught in ten others. Mason's aides taught 
from his methods, used his books , and were paid by him from funds he collected 
from the school board.500 
Crawford further describes how Mason supplemented his income from sales of his tune 
books by participating in conventions and "normal institutes" for the training of music 
teachers. He and his son Daniel founded a successful publishing company, and his son 
Henry became a founding partner in Mason and Hamlin, a reed-organ and piano making 
business. Crawford states, "By looking to the musical needs of a wide range of 
Americans, Mason and his family prospered."501 It is worth reminding here, that although 
economic outcomes for the Mason family were a significant result of their entrepreneurial 
endeavors, like Josiah Wedgwood,502 other important value resulted from the economic 
and educational bolstering of the individuals and communities they served. For example, 
job creation and access to music education for a broad range of people not previously 
served are ways in which social benefits followed entrepreneurial activity in the case of 
the Mason family. Music teacher educators could investigate case studies on other 
successful music education entrepreneurs to help their students understand the viability of 
a career in music education that may or may not be connected to public school teaching. 
Additional Ideas for Integrating Entrepreneurship Education 
500 Richard Crawford, "Edification and Economics," An Introduction to America 's Music (W.W . 
Norton and Company: New York, 2001), 98. 
501 Ibid . 
502 See page 32 of this document. 
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In addition to the ideas listed above, music teacher education programs might 
consider adding required learning experiences such as community engagement, short 
teaching seminars conducted by the students themselves, the use of an intensive "short-
term" or summer program in entrepreneurial thinking such as the one designed for music 
educators, titled "Entrepreneurial Thinking: Fostering and Entrepreneurial Spirit in the 
Classroom and Your Personal Life," at the Eastman School of Music.503 
Entrepreneurial Music Education Projects 
Replacing the word "music entrepreneurship" in the quote below with "music 
education entrepreneurship" creates a concise description of the essence of my thesis and 
stands as a call for music teacher educators to consider their capacity for encouraging the 
creative talents of a new generation of music educators. Andrew Pinnock asks, 
Is music [education] entrepreneurship an emerging discipline, a body of 
knowledge that entrepreneurship teachers can define and their students should 
assimilate, or a deliberate disruption to discipline-a gentle heckle from the back 
of the hall asking students, why are you doing this? Could you do it differently, in 
ways your teachers have not considered? Should you be doing it at all? A stimulus 
to divergent thinking especially useful in conformist (read: "conservatory") 
academic environments?504 
Music education entrepreneurship may have the potential to create new social, economic, 
and political value if music education majors are encouraged, in their music teacher 
503 Eastman School of Music , "Entrepreneurial Thinking: Fostering and Entrepreneurial Spirit in 
the Classroom and Your Personal Life ," http://www .esm.rochester.edu/summer/institutes.php (accessed Jun 
29, 2011). 
504 Andrew Pinnock, "Can Too Many Know Too Much?" 43-49. P. 45 . in Disciplining the Arts: 
Teaching Entrepreneurship in Context, ed. Gary Beckman (Lanham, Maryland: Rowman and Littlefield, 
2011. 
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preparation programs, to explore their own creativity and develop new and innovative 
ways of reaching music students of all ages. The initiatives described in the next section 
illustrate this idea. 
Music Teacher Preparation at the University of North Texas 
The University of North Texas (UNT) offers several examples of students within 
a post-secondary music teacher education program being encouraged to explore music 
teaching perspectives beyond classroom settings. For example, students at UNT have the 
opportunity to work in different community engagement programs including: 
• The Denton New Horizons Band-a band for senior citizens that accommodates 
beginning players as well as intermediate and advanced players. Students from UNT 
work with the Denton New Horizons Band and teach small group sectionals or large 
ensemble rehearsals with the band. The New Horizons Music Programs, which were 
started in 1991 by Roy Ernst of the Eastman School of Music, include bands, orchestras, 
and choruses that "provide access points to music making for adults, including those with 
no musical experience at all and those who were active in school music programs but 
have been inactive for a long time."505 2011 marks the 20th anniversary of the first band, 
at Eastman School of Music, and now there are over 178 musical ensembles 
internationally open to adults, the majority of whom are of retirement age or older. Ernst 
made this observation about adult education and its potential impact upon music teacher 
preparation: 
505 
"The New Horizons International Music Association," http://www .newhorizonsmusic.org/ 
nhima.html (accessed August 15, 2011). 
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Music teacher education schools that offer a wide range of classes and ensembles 
for adults can give their pre-service students an opportunity for firsthand 
experience in serving the adult population in new ways. Some music students may 
want to teach, but they don't want to teach children in schools. For them, new 
models of adult education create new career options. Many teachers, having had a 
good experience teaching adult amateurs in college, go on to start similar 
programs wherever they teach. 
People who become involved in adult ensembles support music education 
in the schools by their example of choosing to be active music makers. They tend 
to admire and support music teachers.506 
They work under the supervision of the director, Debbie Rohwer, chair of the music 
education department at UNT. The partnership is beneficial for both the students and the 
seniors in that students get hands-on experience teaching, and the seniors experience new 
teaching approaches from the students.507 Another positive result is that seniors have 
increased their attendance at the university band concerts, something that helps to build 
community for all involved.508 Several other post-secondary institutions, including the 
Frost School of Music at the University of Miami, DePaul University, University of 
Northern Iowa, and the Eastman School of Music are connected to New Horizons 
Music programs. Ernst himself supports the creation of model programs at more post-
secondary institutions "so that many of the graduates would know how to run a program 
506 Roy Ernst, "Music for Life ," Music Educators Journal, 88 (July 2001): 50. 
507 For information about benefits of music making for senior citizens see: Debbie Rohwer, 
"Understanding Adult Interests and Needs: The Pitfalls in Wanting to Know," International Journal of 
Community Music, 3, no. 2 (2010): 203-212; Samuel Tsugawa, "Senior Adult Music Learning, 
Motivation, and Meaning Construction in Two New Horizons Ensembles," (DMA diss., Arizona State 
University , 2009). 
508 
"Denton New Horizons Senior Band," accessed March 13, 2011), http://music.unt.edu/musiced/ 
seniorBand.php#. 
228 
and how to start a program when they leave."509 Such experiences in undergraduate 
programs might be a step toward entrepreneurially educating music education majors and 
broadening the types of music teaching opportunities they might find or create after 
graduating. 
Music education students at UNT are also afforded opportunities to work in 
additional music teaching settings infrequently found in typical music teacher preparation 
programs such as: 
• Early Childhood Music Program-a program to provide young children (ages 
birth to age five) with "quality experiences that will nurture their musical development 
and provide them with the readiness needed for later music instruction."510 Parents, who 
participate with their children, pay a fee for this program. 
• String Project-a program that offers lessons in violin, viola, cello, and double 
bass to school-aged students and which serves as a teacher training program for 
undergraduate students at UNT .511 Students receive one lesson each week at the 
University. The program was started and has been sustained for the past nine years 
through grants from the American String Teachers Association . According to UNT, the 
509 Kari Veblen, "Music for Life: An Interview with Roy Ernst ," International Journal of 
Community Music , 4, no. 3 (2011): 279. 
510 
"Early Childhood Music," University of North Texas College of Music, http://music.unt.edu/ 
musiced/ecmusic/ (accessed, March 18, 2011). 
5 11 
"String Project," University of North Texas College of Music , http://music.unt.edu/musiced/ 
stringProject.php (accessed March 18 , 2011) . 
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presence of this program has attracted more prospective string teachers to the school,512 
an example of how entrepreneurial thinking and action serves both the university (in 
attracting more students), as well as the students themselves by offering specific value 
through distinct curricular programs. 
• Start Up the Band-a program designed to provide band instruction and band 
instruments to financially needy children in the Denton Independent School District. 
Students receive a band instrument as early as fifth grade and are given weekly 
instruction prior to entering the middle school band program. UNT students provide the 
instruction, and the program, housed since 2000 at the Owsley Community School, is 
currently funded by grants from various music and education foundations.513 
• Voice Squad-a "service-related sub-group of the ACDA student chapter" at 
UNT in which upper-level choral music students volunteer to teach private and small 
group voice lessons. The university component of the program involves the teaching of 
instrumental students who experience "insecurities related to their singing voice." The 
community component of the program involves the "Adopt-A-Singer-Project" where the 
Voice Squad members work with Denton Calhoun Middle School to give choir students 
who come from challenging and social and economic situations individual and small-
group voice lessons. This program has benefits for the university students, the students 
receiving the instruction, for the middle school director who receives support from 
51 2 According to UNT, in 2003-2004, the string teacher enrollment had increased from 10 to 30. 
"National String Project Consortium Extends College of Music Funding with $10,000 Grant," 
http://www .unt.edu/inhouse/june202003/stringproject.htm (accessed March 18, 2012). 
513 
"Start Up the Band," University of North Texas College of Music, 
http://music.unt.edu/musiced/startUpBand.php (accessed, March 18, 2011) . 
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enthusiastic university student volunteers, and the high school choir director who benefits 
from incoming ninth grade students who enter their programs with "more self-confidence 
and higher level music skills."514 
These programs are valuable ways of partnering a university with community 
music learning needs, and they are also useful examples for students to consider when 
they begin to imagine the types of innovative and entrepreneurial music education 
projects that they themselves could create and develop. 
Community Music Projects 
In addition to Musical Futures, the Sistema Fellows Program, and Music-in-
Education described in chapters 4, 5, and 6 , the following programs also represent 
innovative music education efforts taking place throughout the world today. While by no 
means does this list begin to represent the totality of creative , novel, and valuable work 
being done by music educators within and beyond the traditional school setting 
throughout the world, these examples provide additional insight into some of the career 
opportunities that exist or could exist for music teachers who are seeking to create new 
value in music education for their communities and themselves. 
• Youth Music-a children's charity based in the United Kingdom that uses music 
to "transform the lives of disadvantaged children and young people."515 The stated vision 
514 
"Voice Squad," University of North Texas College of Music , http://music.unt.edu/musiced/ 
voiceSquad.php (accessed , March 18, 2011 ) . 
515 Youth Music, "Who We Are ," http: //www.youthmusic.org.uk/musicispower/Who-We-
Are.html (accessed March 18 , 2011). 
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of Youth Music is that "through music making, any young person regardless of their 
background, should have opportunities to discover their creativity and fulfill their 
potential."51 6 Through twenty-one Youth Music Action Zones (YMAZs) throughout 
England and Wales, Youth Music responds to the needs of the local community and 
provides a broad range of access points to music making for children aged 0-18. Current 
areas of focus for Youth Music are: helping disadvantaged children and young people, 
encouraging talent and potential, improving music leadership , and ensuring access to 
high-quality music making opportunities for children aged 0-5. 
• Berklee City Music Network-a non-profit music education linked to Berklee 
College of Music in Boston, that "harnesses the energy of contemporary music to reach 
underserved 41h to 12th graders" across the United States. Berklee PULSE (Pre-University 
Learning System Experience) is the online extension of City Music that allows free 
access to learning opportunities in instrumental and vocal training, ensemble 
performance, and training in music theory through contemporary music through the 
internet.51 7 
• Little Kids Rock-a nationwide program in the United States that provides free 
instruments and music classes for K-12 schools who have lost funding for music 
programs. The program prepares teachers (any full-time public school teacher, not 
516 Ibid. 
517 Berklee College of Music , "Berklee City Music Network," http://berkleecitymusicnetwork.org/ 
(accessed March 18, 2011). 
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necessarily a music-certified teacher) to teach popular music to elementary and secondary 
school teachers .518 
• Music National Service-a national non-profit organization in the United States 
that "supports music as a strategy for public good through direct programs, public 
advocacy, and leadership development."519 One of its programs, MusicianCorps, prepares 
and places musicians as teachers and mentors in "low-performing public schools, youth 
centers, and other high-need community settings." MusicianCorps "uses music to 
reengage youth in their academic and civic lives" and has provided on-going music 
instruction to over 3,600 youth in public schools in Chicago, New Orleans, Oakland, San 
Francisco, and Seattle.520 
• Playing for Change Foundation-dedicated to "creating positive change through 
music education," this organization is the philanthropic arm of Playing for Change, a 
"multimedia movement created to inspire, connect, and bring peace to the world through 
music."521 Since 2008, the Foundation has supported the opening of seven youth music 
schools around the world in Gugulethu, South Africa; Tamale, Ghana; Kirina , Mali; 
Kigali, Rwanda; Tintale, Nepal; Kathmandu, Nepal; Lalitpur, Nepal; These schools are 
providing music education to over 500 students and support 130 jobs in music education 
518 Little Kids Rock, "What We Do," http://littlekidsrock.org/ (accessed March 18 , 2011). 
519 The Center for Music National Service, "Music National Service," 
http://www .musicnationalservice.org/ (accessed March 18, 2011)0 
520 
"Music National Service," The Center for Music National Service, March 18,2011, 
http://www .musicnationalservice oorg/ 0 
521 Playing for Change, "Introduction ," http://www oplayingforchangeocom/joumey/introduction 
(accessed March 18, 20 11) 0 
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in these communities. The music schools are designed to help the students and 
communities where they live, with materials and labor for the buildings being locally 
sourced, classes taught by local teachers, schools owned and operated by local 
community members, and where possible, instruments made by and purchased from local 
artisans. Extending the aim of creating positive change through music education, the 
Playing for Change Foundation also helps by being an access point for other forms of aid 
including medical resources, clean water, and electricity.522 
• Music in Prisons-based in London and sponsored by the Irene Taylor Trust, 
this program specializes in providing week-long creative songwriting projects to men, 
women, and young people in prisons, regardless of musical experience or ability, 
throughout England and Wales. Projects are led by "skilled professional musicians, 
experienced in encouraging participation and supporting disadvantaged and vulnerable 
people through music in both prison and community settings."523 In the United States, 
Mary Cohen, a music education professor at the University of Iowa is a specialist in 
prison music education and has worked leading prison choirs that help connect music 
education students to new ways of teaching music.524 
522 Playing for Change Foundation, "Mission," http://playingforchange.org/mission (accessed 
March 18, 2011). 
523 The Irene Taylor Trust, "What We Do ," Music in Prisons, http://www.musicinprisons.org.uk/ 
index.php?page=about (accessed March 18 , 2011) . 
524 Mary Cohen, ed., "Criminal Justice and Music" Special Issue, 3, no.l International Journal of 
Community Music (2010); and Lois J. Gray, "Oakdale Prison Community Choir Creates Unique Learning 
Opportunities," http://news-releases.uiowa.edu/2009/february/022009prison_choir.html (accessed March 
18, 2011) . 
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• Y oung@Heart- this is a choir of approximately twenty four singers who, since 
1982 when the group started, have ranged in age from seventy three to one hundred years 
old. They are based in Northampton , Massachusetts, and sing rock songs by artists such 
as the Ramones, David Bowie, Bruce Springsteen, Coldplay, and the Bee Gees. Their 
unique performances were featured in the documentary Young@ Heart that was 
distributed internationally by Fox Searchlight Pictures. The group also tours nationally 
and internationally .525 
• Musicorps-a rehabilitative music program based in Washington D.C. for 
injured combat veterans that involves learning, creating, and performing music as a 
means toward healing.526 
• The Choir with No Name-a London-based choir made up of homeless people 
and "other men and women at the very edges of society ."527 A particularly poignant 
description of what this choir means to its participants can be found in a statement by a 
singer named Mada: "I came to this country 10 years ago to get away from pain, war, 
torture - I had nobody to turn to. I was a Nobody from Nowhere. I find my roots in this 
choir. A lot of homeless places give essentials -food, bath, laundry - here you get 
525 Young at Heart Chorus, "Young@ Heart," http://www .youngatheartchorus.com/ (accessed 
March 18, 2011). 
526 MusicCorps, "Renovation in Music Education," http://www .rimemusic.org/Musicorps.html 
(accessed March 18 , 2011). 
527 Choir with No Name , "Who We Are ," http://www .choirwithnoname.org/who.php (accessed 
March 18, 2011) . 
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something for your soul."528 Creating such value is one potential result of entrepreneurial 
action in music education. 
These examples are shared to illustrate the types of outside-the-box thinking and 
action that is taking place in music education throughout the world. Each of these 
programs exemplifies entrepreneurial thinking and action by virtue of the fact that they 
represent creation of musical, social, and educational value for populations usually not 
well served by music education, transformation of individuals and communities, risk 
taking and problem solving by music education entrepreneurs in order to attempt and 
sustain the endeavor, and creativity in the form of developing new ways to serve 
individuals and communities through music education. 
Summary 
By exploring specific examples of imaginative, innovative, and entrepreneurially 
focused curricular and extra-curricular options for use in music teacher preparation 
programs, the examples in this chapter support the assertion that entrepreneurial music 
education endeavors are indeed creating value for individuals and communities 
throughout the world. Post-secondary music teacher preparation programs have an 
opportunity, and indeed a responsibility, I contend, to provide their students with an 
enlarged landscape of possibilities for their work as music educators, to help students 
528 David Cohen, "The Dispossessed: Singing the Praises of a Choir that Has Given the Homeless 
a Voice," The London Evening Standard, October 13 , 2010, http://www.thisislondon .eo.uk/standard/article-
2388740 1-the-dispossessed-singing-the-praises-of-a -choir-that-has-given-the-homeless-a-voice .do. 
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imagine and create value for themselves and others by incorporating a philosophy of 
entrepreneurship into their degree programs. Music education is more expansive than pre-
K-12 teaching, and yet music in schools is still an important setting in which teachers 
must continue to create and expand value for their students. This chapter serves to show, 
specifically, how music teacher educators have opportunities to help their students to see 
themselves as powerful agents of change, within and beyond the classroom-
entrepreneurs on a quest to create significant value through music teaching. 
237 
ChapterS 
Conclusions and Implications 
I am convinced that if the rate of change within an organization is 
less than the rate of change outside, the end is near. 
Jack Welch,former Chair and CEO of General Electric 
Introduction 
As a means to develop a conceptual framework to support the inclusion of 
entrepreneurship education into post-secondary programs of music teacher education, this 
study involved an investigation of historical and current thinking in the realms of music 
education and entrepreneurship , including close examination of three models of 
entrepreneurial thinking and action in music education-the Sistema Fellows Program, 
Musical Futures, and Music-in-Education. A model of entrepreneurship education in 
post-secondary music teacher preparation was designed as an effort to propose a course 
of action for how music teacher preparation programs might be transformed to create 
significant value for individual students and teachers , communities, and society overall. 
This study used entrepreneurship as both an object of study as well as a lens to examine 
ways to address important issues relevant to economic, social, political, and personal 
development that are not commonly integrated into traditional programs of music teacher 
preparation. Through the inclusion of a broad range of career options and opportunities 
within music teacher education, the notion of what a music educator is and does might be 
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expanded beyond the traditional notion that the only viable career is one that involves 
public or private school teaching. Additionally, this study has developed the idea that 
music education entrepreneurship might also be incorporated into the school music 
classroom and thus be used to add value to students' in-school music learning 
experiences. 
The questions that guided this study were: 
1. What is "entrepreneurship" and "entrepreneurial thinking"? 
2. What are the major historical and theoretical heritages upon which 
entrepreneurship is built? 
3. What significance might entrepreneurship have for music teacher education at 
the post-secondary level in the United States? 
4. Where are some current examples of entrepreneurship and entrepreneurial 
thinking in music education? What might be learned from these models? 
Chapters 1 and 2 were aimed at exploring expanded meanings of the word 
"entrepreneur" and "entrepreneurship" to include definitions not linked directly to 
financial concerns. Chapter 3 examined music teacher education and its traditional aims, 
as described in the literature, with a view toward expanding the boundaries of music 
teacher education to include new ideas about how to create multiple forms of value in a 
democratic society. Chapters 4, 5, and 6 investigated three different models of 
entrepreneurial thinking and action in music education. Musical Futures was studied 
particularly as an example of entrepreneurial thinking and action primarily within school 
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classroom settings. The Sistema Fellows Program, its curriculum, administration, and 
participants, was studied as a model of entrepreneurial music teacher preparation. Music-
in-Education was studied as a model of intellectual entrepreneurship in music teacher 
preparation, with particular focus on expanding the roles of non-music majors to include 
preparation for careers in music education. Chapter 7 developed the model and 
incorporated ideas from several music and arts entrepreneurship education endeavors at a 
number of institutions of higher education throughout the United States. Woven 
throughout the chapters were multiple themes that linked entrepreneurship with music 
teacher preparation. These included: 
• the idea of connecting and contributing to society 
• democratic principles and practices 
• the role of the marketplace 
• individual and societal relevance of educational endeavors 
• creativity (in terms of self-expression, creative products, problem-finding and 
problem-solving, risk-taking, and opportunity finding) 
• the importance of interdisciplinary connections 
• experiential and constructivist approaches to learning 
With the aim of understanding the relevance that entrepreneurship might have for music 
teacher education programs, I have reached the following conclusions. 
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Conclusions 
I have developed a conceptual framework for how music educators might be 
prepared to imagine and inhabit a broader range of value-creating roles than most current 
American music teacher preparation programs offer. In the United States, in the early 
twenty-first century, an increasing number of conservatories and music departments are 
including entrepreneurship as a component of preparation for music students. On the 
surface, entrepreneurship education may not seem relevant to music education majors 
whose choice of degree would seem to indicate a specific career track in pre-K-12 school 
music teaching. However, many music education students, upon receiving their diplomas, 
may find that their degree has prepared them for a narrow field of work in which jobs 
may or may not be available or desirable to them. Entrepreneurship may be a means 
toward expanding their employment options. Gary Beckman refers to the "moral 
question" in arts higher education when he asks "Why are we training artists when there 
are no jobs for them when they graduate?"529 This question must be posed to music 
teacher educators (who are preparing "teaching artists") with regard to the fragile status 
of music education in many American schools and the limited job landscape for pre-K-12 
school music educators. Entrepreneurship may also be found to be useful within 
traditional pre-K-12 music education settings as a means to create personal, social, 
musical, political, and economic value for students. Value creation, risk taking, problem 
posing and problem solving, opportunity recognition, creativity, and transformation are 
529 Gary Beckman, "Issues Affecting the Fields of Arts Entrepreneurship ," Arts Entrepreneurship 
Educator's Network, http://www .ae2n .net/page 11page50/page50 .html (accessed August 15, 2011) . 
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the stock-in-trade of entrepreneurship, and my work is an effort at exposing 
representative organizations and approaches that embrace entrepreneurial thinking and 
action and thus change the yield of resources in places and spaces where music education 
happens or could happen. 
The calls, from leading music education scholars and practitioners over the past 
fifty years, for the profession to expand its reach beyond school music teaching have not 
been met with significant response and action in post-secondary music teacher 
preparation programs in the United States. Entrepreneurship education in music teacher 
education provides a tangible way forward for music teacher education programs to 
realistically and radically expand the role of music education in American society by 
helping to create significant and measurable value in multiple realms. 
As programs of entrepreneurship become more prevalent in higher education and 
as more music departments adopt an entrepreneurial ethos in the preparation of music 
students, music education majors should be aware of how entrepreneurship can contribute 
to their own development and sustenance of their careers. Entrepreneurship is relevant 
and important to all musicians who wish use their imagination and creativity, risk-taking 
capacity, interdisciplinary and communication skills, leadership ability, and change 
agency to develop educational opportunities and create social, economic, community, and 
musical value both within schools and beyond them, including options for music 
education for people of all ages, abilities, and inclinations. 
Through options in music education degree plans that allow for individualization, 
flexibility, interdisciplinary perspectives, and specialization, and through educational 
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approaches that accommodate and honor differences in professional aspirations within 
the field of music education, post-secondary music teacher preparation programs might 
contribute to professional outcomes for students that create value beyond what has so far 
been imagined in American society. By encouraging students to access their own 
creativity, even to the point of creating brand-new jobs in music education, music teacher 
preparation could become more adaptable to societal needs, thus using music education 
to create greater impact in the form of social , educational, and musical value in the lives 
of individuals , communities, and society. 
Implications 
Entrepreneurship has contributed to the creation of significant value and wealth in 
a variety of fields including education, healthcare, industry, finance, and business .530 
Visionary individuals and corporations that have been open and alert to possibilities have 
been able to use entrepreneurship to implement innovation and create value and 
transform their chosen realms of work. Certainly, opportunities and pitfalls exist in the 
creation of any new enterprise , or in the shift within organizations toward new and 
entrepreneurial endeavors. Important areas of focus in entrepreneurship, suggested by 
Drucker, that are also worth considering for the future of public school music education 
and for music teacher preparation, are (1) a focus on the market (or on needs and interests 
that create a market), (2) foresight and planning, (3) visionary leadership in management. 
530 See Peter Drucker, Innovation and Entrepreneurship: Practice and Principles: (New York: 
Harper Collins, 1985) . 
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I suggest that the resources of post-secondary institutions offer an outstanding launching 
pad for both innovation and entrepreneurship in music education to develop and from 
which to expand outwardly. The three major programs examined in this paper have 
connections to institutions of higher education and are resulting in entrepreneurial 
endeavors that serve new markets, that underscore the importance of research and 
planning to their continued viability, and that have benefited from strong leadership and 
vision within their management. If post-secondary music teacher education programs are 
to benefit from the changes that take place and opportunities that exist in communities 
and in society, and if they are to provide benefit to those individuals and communities 
that make the programs possible, then entrepreneurial thinking and action will be 
paramount to their operations. Indeed, as William Scott Green of the Kauffman Institute 
for Entrepreneurship observes about entrepreneurship education in higher education, "To 
neglect entrepreneurship distances university learning from the world it is supposed to 
help students learn to understand."531 With regard to the need for market focus in 
entrepreneurship, Drucker observes, 
A common explanation for the failure of a new venture [or even an existing 
venture] to live up to its promise or even to survive at all is: 'We were doing fine 
until these other people came and took our market away from us. We don't really 
understand it. What they offered wasn't so very different from what we had' Or 
one hears: 'We were doing all right, but these other people started selling to 
customers we'd never even heard of and all of the sudden they had the market. ' 532 
Music-in-Education is an example of a realm of such "customers" that many music 
53 1 William Scott Green, "Entrepreneurship in Higher Education," Ewing Marion Kauffman 
Foundation, http://www.kauffman.org/entrepreneurship/entrepreneurship-in-higher-education.aspx 
(accessed August 12, 2011) . 
532 Drucker, Innovation and Entrepreneurship, 189. 
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teacher preparation programs overlook or exclude-those music students who have an 
interest in teaching but who are not enthused about a traditional music education degree, 
Students who have a great interest in learning music but who are not attracted to the 
large-ensemble teaching and learning experience offered in many middle and high 
schools are another realm of "customers" that could be served if school music teachers, 
prepared in their undergraduate degree programs, were open to entrepreneurially 
changing the model. Musical Futures is a model that reaches students through ensembles 
not typically found in traditional school music programs. If one of the fears and criticisms 
about the Sistema Fellows Program by music teacher educators is that it will undermine 
the aims of traditional music teacher preparation, then perhaps 'music teacher education 
programs, as they stand, are too inflexible to survive the changes that are taking within 
music education and within society. It is in embracing, rather than resisting, opportunities 
for growth, innovation, partnerships, and progress that products, services, and businesses, 
including universities and public schools will thrive. The incorporation of an 
entrepreneurial mindset into philosophies and processes of post-secondary music teacher 
education programs is a way to address this. Such a mindset is open, flexible, opportunity 
seeking, pragmatic, and welcoming of new possibilities. Results will not achieved, and 
processes will not empower and edify, if music teacher educators blindly cling to the 
hope that traditional ways of doing business and "serving" populations will survive into 
the future simply because these processes and approaches, perhaps, for some individuals, 
to some degree, are working now and have worked in the past. Entrepreneurship occurs 
even in, and especially in, education, through the creation of customers for whom value 
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can be provided. This is achieved by creating utility, by pricing, by adapting to the 
customer's social and economic reality, and by delivering what represents true value to 
the customer .533 In the case of pricing, music education may be "free" in schools534 but 
may not be creating value or utility for students in emotional, practical, musical, 
academic, political, or economic terms. In the case of the Sistema Fellows Program, 
graduates are creating free venues for music education and community-building that have 
value for certain, though certainly not all populations. As Gretchen noted, there are many 
excellent ways for music education to serve individuals, communities, and society, and El 
Sistema-inspired programs are just one piece of the puzzle. No one solution exists, and all 
are on the table as possibilities for what they can offer and for how they can be improved. 
As public schools are losing students to homeschooling, private schooling, and online 
education options 535 due the lack of value that students and parents perceive in the 
current "free" system of American public education, music teacher educators need to 
consider the potential of post-secondary music education programs to create new value 
both within schools and beyond if music education is to hold a place of relevance in 
society in the United States. The use of technology is but one indication of how music 
education has changed and likely will change in the future. The internet is providing 
533 Drucker, Innovation and Entrepreneurship, 243. 
534 It is, of course, not actually free, as taxpayers are paying the cost, but it is free in the sense that 
students who are offered or who choose to access music education in schools are not required to directly 
pay for it themselves. However, music education is not actually free and available in all schools. Some 
schools do not offer music as part of the curriculum, and some communities have instituted a "Pay to Play" 
policy that applies to music education. See Stephanie Simon, "Public Schools Charge Kids for Basics , 
Frills," The Wall Street Journal, May 25,2011. 
http://online .wsj .com/article/SB 10001424052748703864204576313572363698678 .html ?wpisrc=nl_ wonk. 
535 Lori Higgins, "Educators Push for More Online Options," August 9, 2011, Detroit Free Press , 
http://www .freep .corn/article/20 11 0809/FROMPRINTO 1 I 1 08090381/Educators-push-more-online-options. 
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opportunities for free, or nearly free music learning and performance opportunities with 
online instructional videos online, downloadable tutorials from professional artists 
through Apple's Artist Lessons in GarageBand©, Eric Whitacre's Virtual Choir,536 the 
YouTube Symphony Orchestra537 and other outlets. Although there are reasons that music 
learning opportunities in school are important to many students, there are also a number 
of reasons why those same opportunities do not necessarily serve a greater population. 
Music teacher preparation programs are being professionally negligent when they ignore 
the changes and realities that are occurring in society and are affecting targeted 
populations: future music teachers and the students they will teach. Musical Futures is an 
example of how an examination of needs, exposed by declining numbers of students 
choosing to pursue music in school, is leading to profound changes in non-traditional 
ways of learning, teaching, and experiencing music in school and out of school. In other 
words, vocational concerns of music educators are clearly connected to value created (or 
not created) through pedagogical practices within music education contexts. While music 
teacher preparation programs cannot be all things to all people, it is reasonable to expect 
that their continued existence needs to be premised on a willingness to respond to, or 
indeed, lead to changes in society. 
536 
"Eric Whitacre's Virtual Choir," http://ericwhitacre.com/the-virtual-choir. 
537 
"YouTube Symphony Orchestra," http://www .youtube.com/user/symphony. 
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Further Research 
Some areas of future research in music education entrepreneurship include the 
following: 
• Surveys and studies of the career paths of graduates of music teacher education 
programs. 
• Development of tools to measure value creation in different realms relevant to 
music education and for different populations. These may include measurements of 
musical value, community value, personal value, societal value, political value, and 
economic value, for example. 
• Curriculum development within the realm of music education entrepreneurship. 
• Studies to uncover needs in various communities and for different populations 
that might be met by through music education. 
• Various models of funding structures to support entrepreneurial endeavors in 
music education both within the university and within communities. 
• Accreditation and degree requirement plans and how entrepreneurship in music 
education might affect them. 
• Theories of change in music education. 
• Philosophical studies and theory building in music entrepreneurship and music 
education entrepreneurship. 
Final Remarks 
While the necessary, specific, and yet-to-be-imagined ways through which music 
educators may work to benefit individuals and communities cannot be prescribed, 
entrepreneurship exists as a flexible, pragmatic, forward-looking means for implementing 
innovation and creating value that is tailored to local needs. Entrepreneurial thinking and 
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action have been a part of human culture throughout history, and the benefits of 
entrepreneurship can be found to have had impact in every realm of society including 
education. As music entrepreneurship becomes recognized and valued by more post-
secondary institutions, a shift formally heralded by the recently established Committee on 
Music Entrepreneurship Education of the College Music Society and its mission to focus 
on "infusing entrepreneurship into the fabric of curricular and programmatic music 
training,"538music teacher educators must find ways, for the benefit of their students and 
themselves, to embrace, rather than resist, the possibilities that this new thinking might 
offer. 
Entrepreneurship, with its emphasis on innovation, risk taking, problem solving, 
action, and value creation, is well suited to educational aims of the United States, a 
democratic, capitalist society which values freedom and individual growth within the 
context of community. A phenomenon well-aligned with pragmatic philosophy and the 
concerns of everyday life, entrepreneurship is a way of approaching life and work that 
impacts realms of value extending far beyond purely financial concerns. American music 
teacher preparation programs have an essential role to play with regard to the future of 
music education in the United States, whether it continues to be offered within schools, or 
whether it also begins to play an even more significant, expansive, and comprehensive 
role in the fabric of American society. While entrepreneurship may be used to 
dramatically impact systems, as Lowell Mason did with his work to include music 
education in the curriculum of the public schools of Boston, it can also be used to 
538 College Music Society, "Music Education Entrepreneurship: Mission Statement," accessed 
August 12, 2011, http://www .music.org/cgi-bin/showpage.pl?tmpl=/career/entrepreneur/mission&h=67. 
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gradually make small impact with great value to local communities, as is being seen in 
the El-Sistema inspired programs being created by Sistema Fellows. As a means to 
prepare music educators to flexibly and creatively address the changing needs of 
individuals and communities, entrepreneurship, and its attendant processes 
entrepreneurial thinking and action, need to be a part of the solution, and 
entrepreneurship education within post-secondary music teacher education programs is 
an important place to start. 
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APPENDIX 
Interview Questions 
Interview Subject: Individual who completed the Sistema Fellows Program and is now 
leading a music education program in the United States. 
1. Please tell me about how you became involved in the Sistema Fellows Program. 
2. Please describe your program: 
3. In what ways do you feel that courses or experiences you had in the Sistema Fellows 
Program prepared you for the work you are doing now? 
4. I am interested in the types of value (social, musical, personal, and economic, for 
instance) that are being created/may be created from the work being done by Sistema 
Fellows. By "value" I am referring to products or experiences that may have worth, 
significance, importance, or relevance to individuals and communities. 
5. Do you feel that value is being created by your work as a Sistema Fellow? If so, what 
kinds of value? 
6. Entrepreneurial thinking and entrepreneurship, both of which indicate the creation of 
value, also tend to imply that individuals must involve themselves in risk-taking, 
creativity, opportunity recognition, problem-solving, innovation, and transformation of 
self, systems, or society. The following questions relate to how the Sistema Fellows 
Program and the programs created by Sistema Fellows may (or may not) be characterized 
these factors. 
a. What types of risks, if any, were involved in the creation of the program that 
you are planning? For instance were there financial risks, or other risks involved, such as 
an investment in time or effort, in order to create a successful program? 
b. To what degree do you feel that the development of your creativity, that is, the 
imagining and creating of something new, was a part of your preparation as a Sistema 
Fellow? If it was part of your preparation, can you give examples? 
c. With regard to recognizing or creating an opportunity to make music education 
available to a new population, what skills did you develop or experiences did you have in 
the Sistema Fellows Program that helped lead to the creation of the music education 
program you are now leading? 
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d. What kinds of problems do you feel you have been trained to solve with regard 
to developing and directing a music education program? 
7. Please describe any challenges you may wish to share that you have had to address in 
creating a new music education program. 
8. Is there anything else you would like to add? 
Thank you very much for sharing your input and your time. 
Interview Subject: Individual currently in the Sistema Fellows Training Program at The 
New England Conservatory 
1. Please tell me about how you became involved in the Sistema Fellows Program. 
2. What are your plans for how you will use your experience from the Sistema Fellows 
Training Program? What do you plan do to with regard to the development of a music 
education program? 
3. In what ways do you feel that courses or experiences you had in the Sistema Fellows 
Program have prepared you for the work you are about to do? 
4.l am interested in the types of value (social , musical, personal, and economic, for 
instance) that are being created/may be created from the work being done by Sistema 
Fellows. By "value" I am referring to products or experiences that may have worth, 
significance, importance, or relevance to individuals and communities. What sorts of 
value do you anticipate might be created by your work as a Sistema Fellow? 
5. Entrepreneurial thinking and entrepreneurship, both of which indicate the creation of 
value, also tend to imply that individuals must involve themselves in risk-taking, 
creativity, opportunity recognition, problem-solving, innovation, and transformation of 
self, systems, or society. The following questions relate to how the Sistema Fellows 
Program and the programs created by Sistema Fellows may (or may not) be characterized 
these factors. 
a. What types of risks, if any , may be involved in the creation of the program that 
you are planning? For instance are there financial risks, or other risks involved, such as 
an investment in time or effort, in order to create a successful program? 
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b. To what degree do you feel that the development of your creativity , that is , the 
imagining and creating of something new, was a part of your preparation as a Sistema 
Fellow? If it was part of your preparation, can you give examples? 
c. With regard to recognizing or creating an opportunity to make music education 
available to a new population, what skills did you develop or experiences did you have in 
the Sistema Fellows Program that may be useful to you in creating a new music 
education program? 
d. What kinds of problems do you feel you have been trained to solve with regard 
to developing and directing a music education program? 
f. Do you feel that your work as an Sistema Fellow is resulting in transformation , 
that is, notable change, in terms of yourself as a music teacher , of systems (such as the 
types of systems currently in place to offer music education to various populations) , or of 
society? 
6 . Please describe any challenges you anticipate in the creation of your music education 
program. 
7. Is there anything else you would like to add? 
Thank you very much for sharing your input and your time. 
Interview Subject: Administrator for the Sistema Fellows Program at NEC. 
1. Please tell me about how you became involved in the Sistema Fellows Program. 
2. I am interested in the types of value (social , musical, personal, and economic, for 
instance) that are being created/may be created from the work being done by Sistema 
Fellows. By "value" I am referring to products or experiences that may have worth, 
significance, importance, or relevance to individuals and communities. Do you feel that 
value is being created the work of the Sistema Fellows? If so , can you please describe 
what kinds of value you see being created by their work and by the work of the Sistema 
Fellows Program overall? 
3. Entrepreneurial thinking and entrepreneurship, both of which indicate the creation of 
value, also tend to imply that individuals must involve themselves in risk-taking, 
creativity, opportunity recognition, problem-solving, innovation, and transformation of 
self, systems, or society. The following questions relate to how the Sistema Fellows 
Program and the programs created by Sistema Fellows may (or may not) be characterized 
these factors. 
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a. What types of risks , if any , do the Sistema Fellows encounter when they set out 
to create their music education programs? For instance, are there financial risks, or other 
risks involved, such as an investment in time or effort, in order to create a successful 
program? 
b. To what degree do you feel that the development of creativity , that is, the 
imagining and creating of something new , is a part of the preparation of Sistema 
Fellows? Can you give examples? 
c With regard to recognizing or creating an opportunity to make music education 
available to a new population, what skills do the Sistema Fellows develop or experiences 
do they have that encourage them to create opportunities for music education to occur in 
a new setting or in a new way for a population that may not have been previously served 
by music education? 
d. What kinds of problems do you feel Sistema Fellows are prepared to solve with 
regard to developing and directing a music education program? 
e. Do you feel that the programs being developed by Sistema Fellows are 
innovative? In other words, are they programs that are new and original, and different 
from traditional music programs in public schools in the United States? If yes, in what 
ways? 
5. Is there anything else you would like to add? 
Thank you very much for sharing your input and your time. 
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